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ABSTRACT
THE POLITICS OF CREATION:
THE SHORT STORY IN SOUTH AFRICA AND THE US
FEBRUARY 2007
LLOREN A. FOSTER, B.A., CHICAGO STATE UNIVERSITY
M.A., UNIVERSITY OF MASSACHUSETTS AMHERST
Ph.D., UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by: Professor Steven C. Tracy, Ph.D.
This study focuses on Blackness and shows how changes in its
meaning reflect arguments about the short story as a fictional form. I argue
that Blackness, as a socially constructed identity marker and the
corresponding discourse designed to reify Whiteness, led to the evolution of
an aesthetic consciousness that found critical and creative expression during
the Black Power and Black Consciousness movements of the 1960s and 70s.
In a process I call the "Politics of Creation," where Blackness and the short
story move towards self-definition, we discover that Blackness and the short
story reshape the socially constructed groupings designed to "fix" categories
of people and genres.
In chapter one reviewing the relevant literature concerning the origins
of racial prejudice proves instructive for understanding the role of narrative in
constructing discursive categories: i.e. Blackness and Whiteness. Chapter
two addresses the historical context and introduces this study's attitudinal
"common ground." In chapter three, we see how the collective identity of a
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community, marginalized by the "majority" status society (in this respect, the
"imagined community" of Blackness), coalesces in response to white
domination and becomes part of the larger culture of resistance known as the
African diaspora. Examining Black participation in the discourse shows how
"essentialism" racialized the ideological discourse. Chapter four reviews the
critical literature on the short story and shows how its diminishment as a
"minor" form of fiction, is analogous to the process by which Blackness was
"othered." In chapter five, the short story and Blackness meet in a discussion
of the aesthetic issues that fostered the explosion of African and Black Short
Story anthologies and the growth of a critical discourse to offset the
prejudicial attitudes expressed under the guise of "universalism." Using
representative short stories by Henry Dumas, Toni Cade Bambara, Njabulo
Ndebele, and Sindiwe Magona, chapter six addresses storytelling as
"expressive" common ground, while revealing the "conflicts of unity" to Black
solidarity. Chapter seven closes with a discussion of the commonalities I find
in their writing styles. African American, African/a, Literary, Cultural, and
Genre Studies will benefit from this study's insights into Black American and
South African's reconsiderations of Blackness.
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INTRODUCTION
Though editing, writing, and scripting for years, I did not
acknowledge to myself that I was a writer, that writing was my
way of doing my work in the world,
. . . —that writing is a
legitimate way, an important way, to participate in the
empowerment of the community that names me. (Bambara qtd.
in Evans 41, 42).
In Western discourse, Blackness was created and simultaneously
negated. For the purposes of this study, Blackness is a discourse that Whites
and Blacks participate in, but to differing ends. On one hand, Blackness is a
dehumanizing discourse written by Whites about Blacks. In creating the
discourse 6f Whiteness to promote white supremacy, the discourse about
Blackness surfaced and Whites used it to denigrate, objectify and "other"
Blacks. Finally, it justified the subjugation of Blacks and defined the literary
sign of Blackness as Whiteness's antithesis. On the other hand, Blackness is
a discourse Blacks used to counter the hegemony of white supremacy. Black
participation in the discourse had a creative and critical component, both of
which were based in interrogating negative representations of Blackness. In
an effort to redefine Blackness, Black intellectuals, writers, and activists
examined every aspect of life and art used to denigrate Blackness. Finally,
Blackness is the creatively imagined space Blacks appropriated to explore and
express Black life. The creative discourse of Blackness interrogated the
variety and vagaries of Black culture, life, and art and led to what I call Black
Arts Consciousness, which is the aesthetic expression of cultural nationalism.
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When we talk about the literary genres of autobiography, the novel,
poetry, or short story we have an idea of what these terms mean;
nevertheless, they are always changing, as they attempt to resist the
limitations of definition, but in their changing, certain elements remain the
same. The same can be said for the concept of Blackness. Blackness has
meant many things. From the end of the 17th century until 1865, Blackness in
the US meant enslaved; in South Africa, it has meant obstacle to the destiny of
Whites. In both locations, Blackness came to be synonymous with servitude
and the perception of docility, laziness, and unintelligence. The common
denominator has been the life experiences of "phenotypically" linked people
whose experiences, worldview, and culture have been shaped, in part, by the
edicts of white supremacy. In some respects, Blackness meant being
exploited, demeaned, and viewed as a burden or problem. 1 In either case,
Blackness is defined by Whites; however long this discourse has existed, my
aim is to concentrate on Black South Africans' and Americans' opening of the
discursive space to create a counter-discourse that critically and creatively
imagines another view of Blackness that is not reductive, stereotypical, or
essentialized, but reflective of the complexity that exists in Black life.
Irrespective of its fluidity and indeterminacy and despite white supremacy's
attempts to "fix" Blackness in their ordering of the world, "living Black" is real.
In many instances, arguments about definitions of the short story and
its validity as a discrete genre of fiction reflect arguments about the discourse
of Blackness and Black writing as it seeks to define itself artistically. Focusing
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on Black writing, I discuss the evolution of Blackness as a discourse and
consider how the changes in the meaning of Blackness are reflected in the
changing meaning of resistance and freedom in Black liberatory fiction.
Selecting representative stories from the works of Henry Dumas, Toni Cade
Bambara, Njabulo Ndebele, and Sindiwe Magona, I use the short story form to
critique Blackness, resistance, freedom, and liberation, in the US from 1960-
1985 and in South Africa from 1968-1994. More to the point, I identify how
Henry Dumas, Toni Cade Bambara, Njabulo Ndebele, and Sindiwe Magona,
through the short story form, redefine identity, (re-)present resistance,
complicate Blackness, and question the limits of freedom, while exploring what
I call the "conflicts of unity." I argue that Blackness, as a socially constructed
identity marker and the corresponding discourse designed to reify Whiteness,
led to the evolution of an aesthetic consciousness that found critical and
creative expression during the Black Power and Black Consciousness
movements of the 1960s and 70s. In short, this study examines the
contradictions of Blackness that are reflected in the arguments of the viability
of the short story as a literary genre. In the movement towards self-definition,
while resisting the limitations of imposed definitions—that do not reflect the
internalization of externally mediated definitions—we discover that Blackness
and the short story reshape the socially constructed groupings designed to
"fix" categories of people and genres. Also, it shows how categories designed
to differentiate were manipulated to objectify and justify the subordination of
Blacks for the expressed benefit of Whites.
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Beginning with Brander Matthews' "Philosophy of Short Story" (1902), a
number of critics consider the short story a "minor" form of fiction. I explore
how Black writers in the US and South Africa have taken advantage of the
space within the short story genre to interrogate the variety in Black life. I find
the fiction reveals conflicts and contradictions that reflect aesthetic tensions,
which are by-products of the evolution of Blackness. These tensions reflect
what I call the "conflicts of unity:" two forms of this conflict are generational
and allegiance.2 As the oppressiveness of racially constructed lives creates
ruptures within Black families and communities, generational conflict is evident
in the tension between tradition and modernity and the tension between oral
tradition and written culture, in the short story form. Conversely, conflicts of
allegiance are apparent in self-interest ruling the actions of the Black middle
class and fostering issues of "disunity" that become painfully obvious once
uniformity is exposed under the guise of unity. The conflicts of unity are a
legacy of white supremacy and endemic irrespective of class, gender,
geographical, and educational background. By addressing Black cultural and
literary theory, examining the fictional texts of four writers whose works reveal
these tensions, and using what Barbara Puschmann-Nalenz calls the
"reflexive nature of preface writing" to examine what Black editors had to say
about the short story form and its usefulness for "talkin' bout Black folk," it
revealed why Black writers had to create short story anthologies to "tell their
own stories," seeing the mainstream tended to condescend or ignore Black
literary expression.
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For the purposes of this study, Blackness is the link that binds South
Africa to the US. Blackness is nebulously defined; when it is not, it is
represented as the antithesis of Whiteness and marked by a predisposition for
intellectual, moral, social, and civil deficiencies. Despite the discursive origins
of Blackness and the real implications of "living Black" (inclusion, privilege,
exclusion, subordination, and exploitation), it is amazing, in the struggle
against racial domination, that the evolution of Black critical and creative
consciousness reaches the zenith of its articulation about the same time in
both South Africa and the US. In other words, these two groups of Black folk
were resisting similar repressive racist regimes, while responding to the forces
of self-expression and definition that welled up about the same time, within
each literary tradition—despite the odds of force, distance, and countless
methods to control or destroy the process. While some may consider these
events a coincidence, I do not. Likewise, West Africa may provide a more
tangible ancestral link to Blacks in the US, but for this writer, South Africa
provides an ideological nexus, based in resistance and creative expression,
which is far more salient. What I see reflects the "common ground" of
Blackness for two similar, yet distinct geo-political situations.
In the American and South African context, if we consider the political
nature of the Black experience and the political nature of Black writing, we
arrive at the consideration of what I call the "Politics of Creation." The "Politics
of Creation" is the process of creatively defining the collective identity of a
community that has been marginalized by the "majority" status society. In this
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respect, the collective self is the "imagined community" of Blackness that
coalesces in response to white supremacist domination and becomes part of
the larger culture of resistance known as the African diaspora. In this sense,
the "common ground" around the idea of Blackness and its resulting discourse
is attitudinal, ideological, and expressive. On the surface, "common ground"
was recognized in the youthful face of Black resistance in South Africa and the
US, which took to the streets, during the tumultuous 1960s, 70s, and 80s.
The historical use of narrative to dismiss, marginalize, and justify the
exploitation and oppression of Blacks in South Africa and the US caused Black
writers to syncretize the oral tradition and idiom of their time and place, with
the predominant means of western expression: storytelling via the written
word. This method of storytelling took the literary form of the short story,
which reflects the limits of time and space for the telling of the "urgent" stories
that must be told. For the writers of this study, writing was not a leisure
activity.3 Despite issues of class and gender, the urgency and sense of
immediacy felt by the writers compelled them to use the short story form. In
other words, Henry Dumas, Toni Cade Bambara, Njabulo Ndebele, and
Sindiwe Magona wrote from a sense of duty, not necessarily for propaganda
or activist reasons, but because they felt the compulsion to insure the "story's
telling." Likewise, the limits of space, (i.e. physical or personal space that was
basically non-existent for the writers and the people of this generation), face
(the racializing discourse that "others" Blacks), and place
(geographical
locations constricted by racialized, gender, and class boundaries) are
all
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represented in the "limits" of the short story/ form. With regard to Blackness,
identity distinctions are blurred in a manner similar to the literary distinctions
that identify short story as a form of fiction. Irrespective of their "construction,"
these boundaries (specifically race, but also gender and class) are
experienced on the plane of reality; essentially, they get their meaning from
the people who live and enforce the reality. The limiting discourse about
Blackness has had an immense influence on how Blacks are perceived and
treated and has had an even greater impact on how Blacks see themselves.
Given the preponderance of ideological tracts, historical accounts, and
fictional stories written by Whites about Blacks, it is only right and necessary
that Blacks would seek to undo the meta-narrative of Black inferiority
espoused by the gospel of White supremacy. This narrative can only be
countered through "telling one's own story." In this instance, short story
"telling" takes on a counter narrative function as Black writers' literary
representations of Black folk experiencing life as "normal" human beings
becomes intelligible to those who have been negated by the master narrative.
Under these circumstances, when we read the critical reflections and creative
stories of Dumas, Bambara, Ndebele, and Magona, we realize they were
concerned with freedom, resistance, synthesizing, and "telling," to push
boundaries and transgress definitions of Blackness and fiction.
One could wonder, given the critical climate and the evolution of Black
writing, is it enough to write? Only recently have Blacks been "free" to say
what they want, say what they mean, and mean what they say (and if people
7
saw it as mean, "so what!"). Prior to the 1960s and 70s, a few writers from
each generation abandoned personal gain to articulate what flowed from their
minds and hearts. For instance, Frederick Douglass cast a compelling
shadow over 19th century African American letters. In South Africa, Sol Plaatje
imposed his presence on the burgeoning literary landscape. With each
generation, the numbers began to grow, until they reached a critical mass: in
the US, during the glory days of the Harlem/New Negro Renaissance, and, in
South Africa, during the heyday of Sophiatown. Each generation spawned
writers who have taken on the task of translating their experiences and
contributing
1
to the discourse of Blackness, via the short story form: in the US,
Charles Chesnutt, Paul Laurence Dunbar, Jean Toomer, Langston Hughes,
Zora Neale Hurston, Marita Bonner, Richard Wright, Ralph Ellison, James
Baldwin, Alice Walker, Gloria Naylor, and John Edgar Wideman, and in South
Africa, R.R.R. Dhlomo, Peter Abrahams, Alex LaGuma, Alan Paton, Nadine
Gordimer, Lewis Nkosi, Es'kia Mphahlele, Bessie Head, Miriam Tlali, Andre
Brink, Richard Rive, and Zoe Wicomb.
Internal and external dynamics have influenced political and artistic
expressions of Blackness, but the hegemony of white supremacy was by far
the most damning limitation in the quest for self-definition by Blacks. White
direction is a misnomer in either the Black American or South African context.
The intrusion of Whiteness and its invention strategies into the evolutionary
process of Black writing has been a double-edged sword. In the US, Black
writing's auspicious origins have been a hotly disputed topic. White direction
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came in the form of abolitionists who shaped the writings of recently enslaved
Blacks to forward their own political ends: namely the dissolution of the
"peculiar institution. "4 White direction would continue in the 20th century with
the sponsorship and patronage of the Harlem Renaissance and the
Communist backing of Black writers during the Depression years prior to
World War II. With the upsurge in Black writing, and beginning in 1950, the
literary mainstream critically marginalized Black writing and saddled Black
literary production with the label of "inferior," based on "white" standards of
Literature. I would be remiss to suggest that Black writers did not find positive
literary influences in White (American and European) writers: the Russians
(especially Anton Chekhov), Walt Whitman, and Walter Benjamin, but the
influence of White writers is mainly expressed in Black writers' "revision" of
themes, characters, and images gleaned from their readings.
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Although literature produced in English is mainly a 20th century
phenomenon for Black South Africans, mission education provided the
impetus for this growing segment of literature.6 A number of early writings
were postponed due to their lack of religious themes, yet they were expected
to be critical of "traditional" beliefs and customs. Conversely, Black writers
were not to produce literature that was critical of South Africa's socio-political
situation. In fact, publication of Thomas Mofolo's Chaka was delayed for
fifteen years due to what was termed the "recalcitrant nature" of his work:
"When that author broke with this religious dependency and tried to publish his
second novel Chaka , the missionary houses initially opposed this venture as
9
being far too secular and smacking of a nascent Black nationalism" (Rive 4).
Although missionary presses were a major outlet for Black South Africans,
numerous magazines, newspapers, and journals began to publish shorter
works.
7
White direction in South Africa demands more consideration. Abuses
of power, exploitation, and miseducation led Blacks to lift their voices in protest
against the unbearable conditions they faced. Unfortunately, as quickly as
Black writers presented the evils of Apartheid, their voices were silenced
through coercion, exile, or in some instances death. Banishment and censure
became the key tools, as writers were arrested or had their works confiscated
and eventually banned from publication and/or distribution within the borders
of South Africa. During this period, the apartheid government went so far as to
prohibit certain people from speaking in public. Dennis Brutus comments on
the idiocy of such an order noting, "I was banned from writing, and I was
banned from publishing anything.... in fact, even a string of words could have
been illegal. Then there is a further one [banning order] which says that I may
not write, publish, or prepare anything which might be published" (Watts 15).
In South Africa, during the late 1950s and early 60s, Black writing
nearly came to a standstill because of censorship; however, Black writers
publishing in English continued to fuel the flames of protest, while alerting the
international community to the "non-white" plight in South Africa. Publishing
became a constant source of irritation for the Apartheid government. As soon
as one venue was banned or forced into exile another sprung up in its place.8
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Many journals were produced in Mozambique, Angola, Botswana, or
Zimbabwe and then smuggled back into the country. At the same time,
numerous "banned" Black political organizations recognized the importance of
the arts in educating the masses. Foreign journals published Black writing
from South Africa, especially after exiled writers brought attention to the
devious methods employed by the ruling Afrikaner party to stifle protest.9 A
few dubiously created laws provided the government with, "... a weapon which
enable[d] them [the National Party] to wipe out the creative efforts of a
generation" (Watts 19). Taken in conjunction with the damage perpetuated by
Bantu education and the time outlays to produce short stories, one can truly
understand why Black South African writers embraced the short story form. 10
The desire to define the self artistically has been a thorn in the side of
those who have picked up a pen to give voice to the wonder and woe of Black
life. Dumas, Bambara, Ndebele, and Magona's efforts to add their voices and
stories signify upon and extend the silences, concerns, and hopes of Blacks in
South Africa and the US. While they reach back and pay homage to the
literary legacy paved by their predecessors, they each pushed the short story
form forward into new literary terrain, and like their literary predecessors, they
found ways around the limitations of form, much like Black folk have found
ways around the stifling oppressiveness of white supremacy.
In White Supremacy George Fredrickson speaks of the schism between
historians and social scientists that do comparative studies and how that
shapes his analysis of South Africa and the US: "Furthermore, what is actually
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being compared will be historical processes or changes over time and not
'structures' that are frozen in time for the purposes of social scientific analysis"
(xvi). I find Fredrickson's observations particularly relevant to this discussion
of the short story form in South Africa and the US. In terms of this study, while
I am dealing with the short story as a literary "structure," it was its propensity to
"be frozen in time" that led to its demise. As a literary form, the short story
found itself in need of regeneration because of its formulaic nature in the early
to mid 20th century. In the US, this "cookie-cutter" formula almost sounded the
death knell for the short story. This problem took on graver consequences for
Black writing, as a disregard for craft became endemic to Black writing.
"Sloganeering" in South Africa or the tendency towards fictional "reporting"
caused the short story form to fall on hard times. Fortunately for short story
writers, the advent of literary magazines and the growing demand or public
appetite for the form kept it afloat until it could right (write) the ship of modern
creative storytelling. Essentially, Dumas, Bambara, Ndebele, and Magona
participated in the regeneration of the short story form, as they breathed new
"life" into the form ("structure"). In life, people must regenerate; otherwise, the
species would die. In terms of nations, hegemony must regenerate; otherwise
nations and the ideas upon which they were founded would die. Like life,
literary forms are about regeneration, but this study focuses on the short story.
Speaking of regeneration, in the past 300 years, Blacks have not
genetically or biologically experienced any changes, except for variations in
hue; nonetheless, the meaning of Blackness, as a socially constructed marker
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of identity, has slinked alongside the changing, yet fixed marker of Whiteness.
In the US, Whiteness has incorporated people of European descent after a
period of time, and, in South Africa, antagonisms between the British and
Afrikaners caused each to view each other with hostility, but in each case
Whiteness has been fixed in opposition to Blackness. These differences were
only assuaged when the British and Afrikaners came together under the
banner of Whiteness to keep Black South Africans oppressed. Likewise,
Blackness as a discourse has changed with its shifting meaning as a racially
codified marker, and it has seen its greatest shifts in meaning coming from
Black activists', intellectuals', and writers' participation in the discourse of
Blackness. These seemingly innocuous shifts have had no bearing on the
physical makeup of Blacks, but they have affected their life opportunities, not
to mention their reality. This is not to ignore other forms, but just as the sign
"Black" and the discourse of Blackness is ever changing, so is the short story,
as Black writers have incorporated fictional and artistic elements from other
genres and elements outside of the statically defined confines of literature.
Also the form's regeneration takes shape when Black writers introduce their
speech, idioms, and values into the form. Likewise, Black life as text, story,
and subject has breathed new life into other literary forms: namely Black
language and rhythms in poetry and the use of the oral tradition in the novel.
Blacks have been writing in English over 200 years in the US and 100
years in South Africa. After a while, the maturation of Black writing is
expected and, in terms of critical reception, it becomes necessary. Technical
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mastery, thematic or subject choices, and the freedom to produce "art for the
sake of art" or for profit is the result of Black writing's evolutionary process.
For a time, the mere reproduction of words on a page by a person of color (i.e.
Phillis Wheatley, Frederick Douglass, Sol Plaatje, Peter Abrahams) was cause
for celebrity, despite the misgivings of Whites. Eventually, this patronizing
attitude of "see the darkies write" became passe, and gave way to
condescension. With time and to the credit of numerous Black writers, their
attention to the craft of writing became of foremost concern. Black progress,
via Black representations in literary genres including the short story form, did
not wane, as Black writers showed everyday life was a viable location for
refiguring resistance, complicating Blackness, and questioning the meaning of
freedom and liberation.
So as to avoid detection from the gatekeepers of American and South
African literary, cultural, and socio-political sensibilities, who held that
Whiteness was "good" and White writing was the standard for "Literature,"
Black writing has been marked by highly allegorical, ironic, and deeply
symbolic writing. Each short story written by Dumas, Bambara, Ndebele, and
Magona creatively imagined another aspect of Black life muted by the
narrowly defined identity marker of "Blackness" in the struggle against
marginalization by the literary mainstream. 11 The creative impulse within the
genre of short story by Dumas, Bambara, Ndebele, and Magona is a
smattering of the genius that has marked Black writing throughout the
diaspora since its inception. The stories in Henry Dumas' truncated Goodbye
14
Sweetwater
,
Toni Cade Bambara's Gorilla Mv Lew* and The Seabirds am still
Ahye, Njabulo Ndebele's Fools and Other Stones and Sindiwe Magona's
Living, Loving, Lying Awake at Night and Push! Push! bring to the surface the
attitudinal, ideological, and expressive "Ties that Bind" these two divergent, yet
inextricably bound literary traditions.
Why did Blacks write? They wrote to agitate, cajole, celebrate,
imagine, indict, plead, ponder, scream, and sing; in short, they wrote to resist,
to heal, and to remember. Black writers used "moral suasion" to convince
Whites it was in their best interest to extend the principles of eguality and
respect to 'Blacks. They wrote to educate Whites hoping Whites would see
that Blacks were "worthy" of entree into mainstream society. In short, Blacks
wrote arguing for the removal of all racist laws, customs, and policies that
impeded their full participation in mainstream society. Blacks wrote to protest
the dehumanizing conditions they experienced, and in doing so, they created
a sense of selfhood that countered the othering process. Finally, Blacks wrote
to express life, as they knew it, which was markedly different than the
imaginary life Whites rendered more in response to their fears, fantasies, and
guilt, than to what Blacks actually experienced. Blacks wrote about love,
struggling, nature, heritage, but mainly they wrote to express the beauty, joy,
ugliness, and pains of "living Black" in a racially structured society that
privileged Whiteness. Implicit in the narrative is the story of Blackness
begetting Whiteness and Whiteness begetting Blackness; because everything
that Blackness was, Whiteness was not (conversely, everything Whiteness
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was, Blackness was not). Despite their appeals to reason, Blacks wrote
because they were constantly confronted by the irrationality of "unreason." In
Black Skin, White Masks. Frantz Fanon notes,
The psychoanalysts say that nothing is more traumatizing for the
young child than his encounters with what is rational. I would
personally say that for a man whose only weapon is reason there
is nothing more neurotic than contact with unreason" (118).
The encounters of "unreason" while "living Black" are the crux of this story.
With respect to the counter-narrative function of Black writing, if telling
the story is important, then what is the story of Blacks in South Africa and the
US? Learning to read and in some instances dying for the right to write self
into existence has been part of the story. Also, part of the story is correcting
the "colonial, settler" histories that erased the contributions of Blacks in the
making of South Africa and the US and white supremacy's discourse that
negated Black humanity. Part of the story is concerned with offsetting the
negative images etched in the imagination of each society. Another part of the
story is overcoming the psychology of victimization that infected Black writing
and led to the tradition being saddled with the moniker of propaganda or
protest literature. In essence, this is the story of a form that was ideal for the
telling of Black resistance efforts, their freedom struggles, their labors for self-
definition, and their efforts to embrace the life-affirming aspects of liberated
creative self-expression.
Given the subject is Blackness, and because the short story makes
"sense" of the non-sense, absurdity, and bitter irony of being Black in a racially
constructed society that privileges Whiteness, this study also focuses on the
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short story. The relationship between Blacks in South Africa, the US, and
throughout the diaspora is based in reason, but a reason that is illogical and
skewed; nevertheless, it is based in the very real lived experience of Black
folks whose opportunities were limited, education stunted, and genius
confiscated merely because of the color of their skin. For Blacks, in South
Africa and the US, reality, based in their exploitation to perpetuate the
superiority of Whites, reflects the absurdity of power based in the fancy of
white skin (the arbitrary marker of normalcy and privilege). When it is all said
and done, what greater "fantasy" is there than the privileged world of Whites to
Blacks? These connections become more evident in the chapters that follow.
Chapter one addresses the ideological context from which Whites
created the discourse about Blackness. The discourse about Blackness is
dominated by White participation; in fact, the beginnings of Blackness as a
discourse are found in the seminal writings of Whites. A review of the relevant
literature concerning the origins of racial prejudice, the ideology to buttress
myths of genetically inherent superiority, the socio-economic and geo-political
pressures that shaped policy, and the institutionalization (and virulent spread)
of "the highest stage of white supremacy" in both the US and South Africa
proves instructive for understanding the role of narrative in constructing
discursive categories of "people": in this case Blacks and Whites. Chapter two
provides an in depth discussion of the "common ground" of this comparative
study and provides the historical context for this study. I pay particular
attention to "attitudinal common ground" as it is expressed in the these two
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"cultures of resistance." Chapter three takes a closer look at Black
participation in reclaiming Blackness: the environment from which resistance
literature springs and the discourse of Blackness as it reflects the lived
experiences of Blacks in these two racially stratified societies. In short,
"ideological common ground" is discussed. Distinctions are made between
Whites' and Blacks' participation in the discourse, which reflect the status and
reality of each group. 12 Having been "othered" by the discourse about
Blackness, Blacks join the fray and contribute to the discourse of Blackness
that counters the negativity of white supremacy. Unfortunately, racial
formations led to "essentialism" ruling racial discourse, which led to serious
unexamined complications to Black unity.
This study began as a focus on the fiction of Henry Dumas, Toni Cade
Bambara, Njabulo Ndebele, and Sindiwe Magona only to uncover this untold
story of the forgotten form: the short story as the resistant form and the
African, Black short story as the form of resistance. Chapter four is an
examination of the short story genre; its growth as a fictional form which
coincides with the rise of American literature; and its subsequent diminishment
as a "minor" form of fiction, in opposition to the novel. This discussion shows
how the process of "othering" the short story as a fictional form is analogous to
the process by which Blackness was "othered" by the hegemony of White
Supremacy. The othering of the short story form brings to light the "politics of
creation" and shows how American Literature created a space to argue on its
own behalf (against the "standard" set by British Literature) within the confines
18
of short story criticism. Oddly enough, American and South African writing
"passed on" this dismissive inheritance. In chapter five, the short story and
Blackness meet in a discussion of the aesthetic issues that fostered the
explosion of African and Black Short Story anthologies and the growth of a
critical discourse to judge said works. A review of the "prefatory" literature
from these anthologies shows that prejudicial attitudes were expressed under
the guise of "standards" and "universalism." In short, it addresses the realities
of publishing for Black writing. Using representative short stories by Dumas,
Bambara, Ndebele, and Magona, chapter six addresses the conflicts of unity
that undergird this discussion of Blackness. In this way, I show how issues
that were muted or marginalized by the ideological tenets of the time, reveal a
number of the pitfalls that befell efforts to maintain Black unity once freedom or
liberation were realized. The final chapter (7) briefly addresses the writers,
their use of the short story, and any commonalities in their writings.
Endnotes
1 The idea of Blacks being a burden is a result of White's destiny to
civilize the heathens and backward people of the world and was popularized
by Rudyard Kipling's phrase the "white man's burden" in reference to the
preeminence of Whites and their duty to the benighted "colored" people of the
world. This idea or rationalization justified their conquest, enslavement, and/or
rule of the indigenous people they encountered while erecting the colonial
outposts of their respective burgeoning empires.
2 By no means do I intend to dismiss other pertinent forms of conflict
arising from resistance movements designed to end white supremacist
domination; however, in order to give substance and form to this study it is
imperative that I focus on what my research has revealed to be the most
pressing aspects of conflict that continue to bedevil efforts for Black liberation.
3 It has been argued that women writers used the short story form
because they had so much other work to do, in what Jacqueline Jones refers
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to as "reproductive and productive" labor. Jacqueline Jones's Labor of Love.
Labor of Sorrow (1995) pays homage to the unceasing travail that has come to
epitomize "all the moments of endurance, resistance, and breakthrough that
have made their [black women's] work such an important force in the
development of plantation and farm, factories and cities" (Frank 50). Labor of
Love, Labor of Sorrow
,
examines the important contributions Black women
have made, not only to Afro-American history and culture, but to American
society as well. By examining the numerous expressions of Black women's
toil, Jones attempts to present a holistic and coherent paradigm that embraces
the divergent methods of "productive and reproductive labor" that Black
women embody. Jones' effort to demystify the Black woman and her labor
also seeks to deconstruct the pejorative images of the "domineering and
castrating" matriarch, not to mention the "promiscuous and exotic" sexual toy
of the white patriarchy. These images are a misreading of history that sees
the Black family suffering from a "pathological disorder." Shifting the
perspective from the matriarchal to the matrifocal, which characterizes the
Black familial experience, produces an insightful analysis into the multiplicity of
roles assumed by Black women in their quest to keep their "house in order."
4 It is against the unfathomable enslavement experience that Blacks
began to raise their voice in protest to, "indict both those who enslaved them
and the metaphysical system drawn upon to justify their enslavement" (Gates
1987, ix). In the introduction to The Classic Slave Narratives , he notes: "The
narratives of ex-slaves are, for the literary critic, the very foundation upon
which most subsequent Afro-American fictional and non-fictional narrative
forms are based" (Gates xii). In short, the Narratives serve as the platform
that launches the "voice of protest" which infuses Black Literature. These
texts gave voice to those who, for the most part, had been the silenced "other,"
in the writings of the privileged white slave-owning class.
5 Concept of "Revision" is central to Henry Louis Gates's thesis in J_he
Signifying Monkey (1988). Revision is best expressed in the positive or
"unmotivated" revision of "Pastiche" or the negative ("motivated")
revision/critique of "Parody"(xxvi, xxvii, 90-94, 103-107, 110)
6 In South Africa, Lovedale Press and other missionary presses
translated the Christian Bible into Xhosa, Zulu, Tswana, and Sotho. Also,
enterprising Europeans began to translate Xhosa, Zulu, and Tswana folktales
and stories into EngJish to satisfy the curiosity of a growing European
readership. One would be remiss to dismiss the prevailing oratures based in
Zulu, Xhosa, Tswana, Sotho (to name a few), for it is in each of these
languages that the missionaries made their mark by creating translations of
the Bible in South Africa. Because of the missionary incursion (Moravians,
London Missionary Society, Glasgow Missionary Society, and Paris
Evangelical Missionary Society) the Bible in translation is the first instance of
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literary production of a "written" nature in the Black South African context
Numerous writers were trained and/or influenced by the various missionary
schools, most notably, the Lovedale Mission, Marianhill, and Ohlange
Industrial School. Oddly enough, the Reverend R. H. W. Shepard recognized
the importance of the traditional stories, praise poems, etc., as he,
was one of the first to see the importance of expanding African
literature written by the black man himself, and he eventually
envisaged an 'all-African publishing house', 'asking no favours,
seeking no patronage or props from others...' He felt that 'there
is that in Bantu culture and language which is well worthy of
preservation, something unique, the loss of which would be a
loss to the world at large.' (Barnett 9)
Under Shepherd, Lovedale Press published in the vernacular and in English.
7 Among the number of journals and magazines that published Black
South African literature Tsala ea Becoana is the only "known" newspaper.
The magazines and journals names include Kaffir Express (renamed Christian
Express and South African Outlook ), The Bechuana Gazette , African Opinion
(Imvo Zabantsundu ), llanga Lase Natal , Bantu World , African Observer , and
Outlook . The earliest journal/magazine beginning in the latter part of the 19th
century was Imvo
,
which was still active well into the 1960s. Black South
Africans eventually ran Marianhill and Ohlange Press.
8 These include The Classic , Purple Renoster , Fighting Talk , Guardian
(New Age, New Era ), Africa South , New Africa , Transition , New Nation , New
Coin
,
Bolt
,
Izwi
,
and Staffrider .
9 Foreign publications include Flamingo , Black Orpheus , Quartet , the
New Statesman, Twentieth Century , Encounter , Negro Digest , Black World ,
Black Books Bulletin , Research in African Literature , Presence Africaine , and
English in Africa .
10 The Suppression of Communism Act (1950), the Riotous
Assemblies Act (1956), the Publications and Entertainment Act (1963), the
Terrorism Act (1967), and the Publications Act of 1974 had deleterious effects
on Black writing in South Africa.
11 There is a subtle shift from translating the ideology of Black
resistance to providing a critique of Black ideology (i.e. Black Power, Black
Consciousness, and Black Feminism). Today, this shift is evidenced in the
wealth of Black Feminist and Queer works that voice the trauma associated
with the injustice, violence, marginalization, silencing, and sense of loss.
12 It is important to note that I am not ignoring or negating Black
agency or the effects of privilege on Whites (i.e. guilt, shame, and remorse).
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CHAPTER 1
ORIGINS: BLACKNESS IN THE EYES OF WHITES
What is the elusive "if of Blackness? Is it only skin deep or are there
connections between physical features or characteristics and personality,
intelligence, and morality? Does it as an organizing principle "hold water?" In
this chapter I look at the discourse about Blackness and the historical context
from which ideas about Blacks came into being. Race as the organizing
concept from which Blackness emerged has been the idea used to categorize
people according to physical features. Again, Blackness is the discourse
created by Whites to objectify and justify the subjugation of people who were
considered "Black" because of phenotypical differences. Black was the color
assigned to this visible difference. Origins of racial prejudice are as difficult to
pinpoint as the origins of man, but for the sake of this discussion, I will
concentrate on the New World phenomenon of race and the ideological
apparatus of empire building, as it relates to the creation and maintenance of a
white supremacist nation-state. Reading through the scholarship on the
viability of race, one recognizes the debate is as confusing as debates about
the essential nature of genres.
In the process of forming the American and South African nation state,
distinctions were made for the sole purpose of subjugating. The construction
of Whiteness served as the glue by which the US and South Africa sustained
this national cohesion. With the creation of Whiteness and the power structure
of white supremacy, the distinction between White and "other" became a harsh
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reality. In both countries, White and "other" were the predominant categories.
This is especially evident in US 18th and 19th century census data. The
white/other paradigm evolved into the white/non-white model that moved to
greater clarification in the white/black framework, as issues of miscegenation
and race mixing fueled white fears. The struggle that accompanied the
experience of Blackness was based in commonalities that applied to people
based solely on the color of their skin and through the institutionalization of
policies that inscribed these fundamental experiences. I say all of this to
illustrate that during discrete historical moments Black was an inclusive term
that did not exclude any of the "othered" groups. 1 Over time, Black became
linked to people of African ancestry, as distinctions were made to destroy
collaborative inroads between "othered" groups. In both locales, distinctions
were made for the purpose of identifying exploitable labor. In South Africa, the
importation of Asian and Indian workers caused "color" classifications to take
on differing gradations to account for the expansion of non-white populations.
Blacks indigenous to South Africa were considered, "alien sojourners [who]
were present in areas of white occupation only to provide economic services"
(Fredrickson Arrogance 231). In essence the claim about indigenous Blacks
as "alien sojourners" originates in the Afrikaner myth that "no one was there"
when the Dutch settled in the Cape and when the Afrikaners moved North,
during the Great Trek. In the US, non-white status was written into the
Constitution via the 3/5 equation that referred to Blacks and the "native born
alien" status of Native Americans.
2
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Blackness became the discourse created by Whites about Blacks. In
fact, the othering process is an integral aspect of the idiom of Whiteness that
othered people of color the world over (brown, red, yellow, and black). Images
and representations of Blacks/Blackness as the "other" permeate the
literature, ontology, popular culture, media, and public discourse of South
Africa and the US. White intellectuals, statesmen, politicians, philosophers,
and travelers wrote about Blacks. The list of things written about the "Negro,
Nigger, Native, or Kaffir Problem" during the 18th, 19th, and 20th centuries are
mind-boggling. The othering process became a "science" for Whites as every
aspect of the economic, political, cultural, social, and legal apparatus in some
way supported the story of Blacks as the inferior "other." Entire disciplines
were established for the purposes of making scientific the dehumanization of
people of African descent.
In the US, racial marking began with the 17th century distinction of
African indentured servants receiving far graver penalties than an indentured
servant of European descent for the same or lesser offenses. Given the
distinction of the "one-drop" rule in the US, Black represented anyone with any
Negro blood. During the 19th century the classification for Blacks included
Octoroon, Mulattos, and Quadroons, as the different mixtures of ancestry were
recognized accordingly. In this manner, Blacks who were of Native American
ancestry could not claim that status according to the "one-drop" rule. In fact,
the marking of Blackness, in the US, called for a change in English common
law where a child took their status from their father. To solidify the status of
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Blackness (and the creation of Whiteness) the mother's status became the
sole determinant. If one's ancestry included White and Black parentage, the
status of the mother dictated the status of the child, but the child was still
identified as Black. In South Africa, the mixing of races led to the creation of
the Coloured classification. Indians and Coloreds eventually became a
classification, which was not White, and at one time was also not non-white3.
In South Africa, a number of affiliations aggregated under "tribal" categories
(Xhosa, Zulu, Tswana, Pedi, Shona, etc.) were all lumped together under the
rubric of Blackness. In other words, Black signified enslaved, property, less
than or not human. In both instances, issues of class and identity were
inextricably bound to race.
As a means of classifying and hierarchizing people, race has held sway
over the minds, attitudes, and actions of Whites for well over four centuries.
Despite his arguments to the contrary, Charles Darwin's The Origins of
Species (1859) was a boon for proponents of racial superiority. The
scholarship on the viability or "essence" of race, and its virulence as an
organizing concept, is as deep as the Atlantic Ocean and as troubling as the
"Middle Passage." These sentiments were expressed most notably in the
critical works of Thomas Carlisle's "The Nigger Question" and the poetry of
Rudyard Kipling, who popularized the phrase "white man's burden" in
reference to the preeminence of Whites and their duty to the benighted
"colored" people of the world. John Locke, John Stuart Mill,
William Defoe,
David Hume, Thomas Jefferson, Immanuel Kant, Georg Wilhelm
Friedrich
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Hegel, VanRiebeck, Anthony Trollope, Joseph Conrad, Jan Smuts, Cecil
Rhodes, and countless clergy, politicians, and intellectuals have chimed in
prior to 1920 about race. Recently, Charles Mills, Winthrop Jordan, Thomas
Gossett, Anthony Marx, Pierre Van den Berghe, Edward Said, Kenneth
Anthony Appiah, Bernard Magubane, and George Fredrickson have "waded"
through the waters of racial discourse. In fact, the hardest part of defining
"Blackness" is the understanding that the "it" has nothing and a great deal to
"it." In other words, for all of my attempts to define or explain Blackness, I am
left with the troubling idea that the basis on which I started this study is a lie, a
fabrication, and a story of a most pernicious kind. As early as the 15th
century, differences of color were recognized between Europeans and
Africans. In fact, Jordan, Gossett, and Fredrickson convey a certain
"naturalness" to this distinction by noting racial discourse finds its antecedents
in the religious imagery of Christianity. In this manner, the prevalence of racial
imagery is synonymous with Edward Said's claim in Orientalism that the
authority (or Tightness) of the Orientalist's views were based in the production
and accumulation of knowledge that supported said views. Either way,
scholars and writers reflected on the budding ideology of white superiority and
Black inferiority as it was institutionalized and inscribed into the ethos and
customs of South African and American society.
Essentialism, blood, and descent are all factors in the seemingly never-
ending debate about "Race." Winthrop Jordan's White Over Black (1968) is in
essence an apologia. It identifies Whites' attitudes about Blacks and Blacks
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"as they were objects of white men's attitudes" (viii). His focus on attitudes is
derived from the major events, policies, and writings of the period. It is socio-
political in its focus and economic in its intent. Jordan, building on the
attitudes that spawned the "ripe" conditions for racism's embrace in the US,
followed up White Over Black with White Man's Burden (1974). Again the
focus is on the attitudes that fostered the implementation of a system of racial
privilege and exploitation during the same time period. It is informative but
reeks of the willful ignorance that spawned the racial superiority in question.
It should be noted that the white supremacist system of subjugation and
its concomitant discourse took three centuries to create, codify, and
streamline. Thomas Morris's Southern Slavery and the Law (1996) attests to
the hodge-podge manner in which the "peculiar institution" came into being. In
essence, Morris argues that the US slavocracy did not "jus grew." Legal
precedents were often contradicted, ignored, and rewritten to create a system
of jurisprudence that informs the US legal system today. States had different
rules and penalties, but the common denominator was the non-citizen and no
rights status of Blacks. Because of their non-status, Black testimony against a
white for a crime perpetuated on another Black (irrespective of the Black's
status) was limited. In South Africa, British Law served as the blueprint, but
the authority of colonial rule and greed dictated diversions from the logical
course of law.4 Evidence of such diversions for the sake of exploitation are
evident in the loss of Cape enfranchisement and the manipulation of penalties
against Blacks in the mining and farming industries.
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Edward Roux's Time Longer than RoPp (1964) is an insider's view into
the many events that led to the clashes between Black South Africans and the
British and Afrikaners. Listening to the master narrative of South Africa, one
would get the idea that Black South Africans were receptive to the many
changes implemented by white rule. Also, one could surmise from the master
narrative that Black South Africans did not have a legacy of active resistance
to the oppressiveness of white rule. Roux dispels such myths by showing the
meticulous nature of Black resistance and white conflict and cooperation. In
many respects, Roux contradicts Fatton's assertion, in Black Consciousness
,
that white supremacy was not a conscious plan. It is interesting ihat the first
show of unity among Blacks in South Africa came in the Ethiopian Movement
and the growth of independent Black churches during the late 19th and early
20th century.
5
Thomas Gossett's Race (1963) notes the different machinations Whites
utilized to support their racial ideology. Physiognomy, colorology, phrenology,
and craniology devised arguments about language, genitalia, environment,
color, cranial size, social customs, and body lice, only to go back to relying on
color as the sole determinant for the character, intellect, and moral capacity of
homo sapiens. While anthropology would go through numerous changes
between its 18th and 19th century iterations, and in a manner similar to the
various theories for biological determination, the discipline of modern
Anthropology would contribute the differences between species and varieties
(within species). Despite modern science's debunking of the various theories
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to support racial superiority, the findings that "man descended from the first
humans who resided in Africa," raised the loudest cry. Like Magubane and
Said, Gossett recognized the role of "non-scientists and politicians" in
propagating the ideology of racial superiority. Gossett notes the literary
contributions of Frank Norris, Jack London, and Owen Wister in forwarding the
racial theories of the late 1
9
th
and early 20th century. Their heroes were of
Anglo-Saxon origin, and it should be noted that each of these writers were
influenced by Kipling, who Said and Magubane note was the poet laureate for
imperialism.
i
Instead of writing an "... eclectic and uncontroversial rehash[ing] of the
theories and findings of the prevailing 'schools' in the area of race relations,"
Pierre Van den Berghe's Race and Racism (1967) posits a "personal inquiry"
into the dubious arena of "objective scientific research" (i). Van den Berghe
criticizes the idea that scientific inquiry exists on a separate plane from the
"virus of ideology." Van den Berghe addressing the fallacies in sociological,
anthropological, and psychological justifications for race scholarship in the 19 th
and 20th century and finds this unsettling "phenomenon," based in the race
policy of scholars who did not stray from generally held ideas so as not to
reveal the absurdity of "race theory" (6): "Race, of course, has no intrinsic
significance, except to a racist. To a social scientist, race acquires meaning
only through its social definition in a given society" (21). With little to no
comparative foci in race scholarship, Van den Berghe notes the
"Americentrism" of race relations and how certain tendencies led to intellectual
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hubris and the imposition of the US's findings onto other situations,
irrespective of their local socio-political contexts, which were not similar except
in the fabrication of white supremacist ideology.
Van den Berghe avoids sweeping indictments, but he does note the
gross conflation of "race" with "species" and acknowledges differences in
physical characteristics relates "inherently" to differences in intelligence, moral,
and physical attributes (9). He defines the term race to "refer to a group that is
socially defined but on the basis of physical criteria" [original emphasis] (9).
The confusion of race with species is due in part to the conflation of "cultural"
differences with "physical" differences hence the misuse of "race" to describe
ethnicity. Adding to the confusion, he observes how race and racism were
equally conflated: "Racism is any set of beliefs that organic, genetically
transmitted differences (whether real or imagined) between human groups are
intrinsically associated with the presence or the absence of certain socially
relevant abilities or characteristics, hence that such differences are a
legitimate basis of invidious distinctions between groups socially defined as
races" (Van den Berghe 11). Van den Berghe concludes that racism is not
natural but ethnocentrism is natural. Using Robert Parks' group contact,
conflict, and resolution theories, Van den Berghe observes, "[a]part from its
geographical spread, no other brand of racism has developed such a
flourishing mythology and ideology. In folklore, as well as literature and
science, racism became a deeply ingrained component of the western
Weltanschauung" (13). He offers the following reasons for white racism's
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origins and evolution: mode of exploitation was consistent with capitalist
exploitation, biological and evolutionary science offered "rational" rationales,
and the growth of "herrenvolk democracies" fostered the belief in "ethnocentric
superiority," which was an outcropping of Enlightenment thinking (17).
Charles Mills adds Enlightenment thinkers and clergy "did not challenge this
strategic dichotomization (christian/infidel) so much as translate it into other
forms" (23).
Whereas Frantz Fanon (Wretched of the Earth and Black Skin White
Masks ) introduced this writer to the psychology of oppression and otherness,
Edward Said's Orientalism (1978) and Culture and Imperialism (1993) serve
as a formative introduction to the considerable material investment made by
the West into the totalizing structures of domination. The apparatus of
colonialism, its historical antecedents, and the associated discourse of
"otherness" as an organizing paradigm are major foci of Orientalism . Culture
and Imperialism examines the damaging gaze of "otherness" offered by what
Anderson calls the "aesthetic theory of the Enlightenment and Romantic era."
Said takes to task England's imperialistic infrastructure, which through the
institutionalized gathering, cataloging, and disseminating of information
created a body of knowledge that has held authorial sway over the
construction of the idea of the Orient: its lands, people, and customs:
The relationship between Occident and Orient is a relationship of
power, of domination, of varying degrees of a complex
hegemony,... The Orient was Orientalized not only because it
was discovered to be 'Oriental' in all ways considered
commonplace by an average 19
th
century European, but also
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because it could be -that is, submitted to being made Oriental
[original emphasis] (Said 5, 6)
This totalizing view and system of knowledge production shows more than
anything "the strength of Western cultural discourse, a strength too often
mistaken as merely decorative or 'superstructural'" (Said 25). Taken together,
one sees how creating the "other" is the first step to empire building. Said's
work is pivotal as it shows the pernicious nature of British attitudes which, like
Jordan, Fredrickson, Van den Berghe, and Gossett's scholarship shows how
attitudes towards Blacks were heavily influenced by this ancestral tie.
Leonard Thompson's The Political Mythology of Apartheid (1985) notes
the many machinations that contributed to creating the superiority of Afrikaner
identity and Black South African inferiority. Thompson contextualizes "political
mythology in the modern world" by showing mythmaking first as a product of
culture then in its modern context as a function of nation building (1,8). He
notes the messianic properties of the mythmaking apparatus for Afrikaners
(Dutch descendents), who rooted ideas of the "volk" (folk) in the Judaic ethos
and identity of the Israelites: otherness for Black South Africans was first
based in religious doctrine then it was racialized. The language of Afrikaans
took root as a cultural instrument in 1876 with the production of the newspaper
"Die Patriot" and the book The History of Our Country in the Language of Our
People in 1877. Given the peace and prosperity Afrikanerdom fostered, Black
unrest was mythologized as ungratefulness and incivility; Black revolt was
seen as an obstacle and not as an outcome of the brutality of Afrikaner rule.
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British rule intensified intra-white rivalries, and the Great Trek enraged racial
prejudices. In response to their domination by the British, Afrikaner racial
domination intensified. Afrikaners wrote to British authorities to justify their
abuses of native peoples. The "otherness" of Blacks was reported by
travelers, mariners, traders, and the like who regularly debased the indigenous
people inhabiting the land in South Africa: "the political myth that legitimizes
the South African social order rests on a core assumption about humanity: The
core assumption is that races are the fundamental divisions of humanity and
that different races possess inherently different cultural, as well as physical
qualities. [And] the mythology presents the African inhabitants as a totally
distinct subspecies of humanity" [original emphasis] (Thompson 67, 29). In
essence, the Dutch were doing native South Africans a favor by liberating the
land from their backwardness. Beneath the veneer of Thompson's scholarship
is the fact that Afrikaners created stories to buttress their identity, support their
claims of nationhood, and justify their entitlement to the land and the
righteousness of their rule. In sum, the discourse of Afrikaner rule and their
narratives of nationhood were more fancy than fact.
Unlike Jordan and Fredrickson, Bernard Magubane affords a great level
of culpability to the imperialistic inclinations of the English. In The Making of a
Racist State (1996) Magubane emphatically states that "the use of skin color
as a primary criterion to assign human status on a sliding scale of
superior/inferior was a European invention, particularly of the Anglo-Saxons"
(33). He cites Ireland as England's first occasion for practicing their
policies
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for empire building and their continued experimentation in New Zealand, India,
and Australia. Each of these locations served as a precursor to the imperialist
claims England made once gold and diamonds were discovered along the
Witwatersrand in South Africa. While Magubane does not address the US
example, one cannot overlook the lessons the British learned in the US colony
experiment and its implementation of the "peculiar institution" since
independence. For the most part, Magubane, like Jordan, puts the racial
attitudes of the white Dutch settlers into context within the larger framework of
the British colonial enterprise. Like Said, Magubane recognizes the role of
colonial authorities in racializing the discourse about Blacks in South Africa.
Unlike Fredrickson, Marx and Jordan, Magubane recognizes the role of
"everyday folk" and colonial sympathizers in buttressing racial hegemony.
Magubane lists a who's who of what he calls "British Imperialists" that run the
gamut of British society, industry, and politics: Anthony Trollope, J. A. Froude,
Cecil Rhodes, Rudyard Kipling, Jan Smuts, Lord Bryce, Lord Milner, John
Buchan, and Joseph Conrad, not to mention the countless travelers whose
memoirs were fodder for promulgating racial attitudes.
Anthony Marx's The Making of Race and Nation (1998) sees Black
resistance to state sanctioned oppression as a logical outcome and not as an
expression of Black agency. For the most part, Marx's analysis centers on
Black unrest as disruptions to the economic apparatus and "peace" of the
polity. Racial domination is the result of "political dynamics of conflict
resolution and avoidance." In other words, labor disputes and other worker
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interruptions serve as the greatest impetus for white acquiescence or show of
force. Exclusion was central to nation building and building solidarity among
the oppressed: "racial domination had the unintended consequence of
consolidating and legitimating subordinated racial identity into a potential basis
for resistance" (Marx 21, 274). Black resistance and group solidarity calcified
white identity and oppressiveness. In other words, Black unrest unsettled
white power. Fueled by economic growth, the power of the state was used to
enforce racial domination, and like Van den Berghe and Magubane, Marx sees
that the "[t]he political production of race and the political production of
nationhood are linked" (Marx 25).
For Marx, Black identity in the US and South Africa existed during the
1850-1995 time period. In the Black South African context, differences were
prevalent but "ties to the land and existent social structures provided the basis
for early identity and organization" (Marx 193). According to Marx, once "white
rule" and a unified state were consolidated" and intra-white conflict subsided,
only then did Black South Africans find, "commonality in their experiences"
(194). In the US, the enslavement experience forged a Black identity and
culture. Marx's line of thinking is true, but key elements (i.e. land ties and pre-
existing social structures) make his claims problematic.
Black South Africans have cultural roots that are as old as the land of
South Africa. In fact their history predates modern South African history,
which starts with the arrival of Dutch traders in Cape Town in 1652. Societies
existed with culturally defined systems for governing, transacting business,
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codifying and enforcing the laws, and replicating social mores. Their records
were kept in the memory of the oral tradition. Essentially, culture for Black
South Africans existed long before 1652, but it existed in the plural not the
singular. Unfortunately with the slow and steady intrusion of White settlers,
the imposition of white rule, and the unyielding encroachment of modernity,
Black South Africans were faced with the denigrating glare of white
supremacy, which not only disrupted Black living patterns, but also sought to
erase the cultural memory and replace it with the written text of Whiteness.
Black South Africans had to be alienated from their cultural roots, dislocated
i
from their ancestors, displaced from the land, disenfranchised from power, and
relegated to "less than or minority" status. With the 19th century discovery of
gold and diamonds, greed and envy reared their ugly heads, while Whiteness
raised a color bar that branded the nation's indigenous people inferior.
For Blacks in the US, the greatest sense of disruption came in the
commerce and transportation of enslaved Africans to the New World. The
strong sense of self Africans had was in many respects stripped away by
language, ethnic, religious, and geographical barriers imposed by the Middle
Passage and the dehumanizing "seasoning" process of taking a human being
and making her/him into a "slave." Blacks were displaced from the land of
their birth and the imposition of Christianity moved to alienate them from the
cosmology of their ancestors. Orality or storytelling amongst the enslaved
kept cultural stories, traditions, and values alive. Many were changed in the
process of "handing 'em down to the next generation," and in many ways,
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Black adaptations to the conditions they encountered in the New World forced
them to syncretize what they were forced to do, with what they remembered
before the Middle Passage. Despite the concerted efforts of Whites, Black
memory was not erased. Black culture began to evolve on the shores, in the
fields, and forests of the New World. Through song, food, dance, work, play,
and worship Black American culture emerged with the creative vitality to take
the scraps and leftovers from the master's table and transform them into
cultural forms that would infuse their traditions, inform their resistance, and
inspire their struggle. These religious, cultural, and philosophical scraps were
used to give voice to the stories that transformed "the former all white space"
of the page, which would in turn educate future generations of Blacks about
the struggle for the right to self-definition.
Yes, Black solidarity did exist but it was tenuous at best as differing
tensions impinged on Black solidarity with respect to the "peculiar institution."
Likewise, land ties and similar experiences in oppression made solidarity
necessary, but to claim a racial identity formed as early as the turn of the 20
th
century is a bit far-fetched. Yes, Black and South African culture existed, but
to assume a racial identity came from that culture is to assume Blacks saw
themselves in the negated fashion expressed by Whites. For enslaved
Blacks, if enslavement constitutes an identity then freedom severely disrupted
that identity, and if Black identity in the South African context had existed, it
would have allowed them to coalesce in their opposition to Boer and British
expansion. Unfortunately, history proves this was not the case.
37
The historical oppression of people based solely on the color of their
skin justified the exploitation of Blacks for the expressed purpose of profit,
privilege, and power. The color black and the correlative discourse about
Blackness stand as a testament to the force and hostility of white rule. Why
was the assault on the Black body, imagination, and cosmology so violent?
Granted, Blacks were exploited throughout the Caribbean, and the Americas,
and Africans were exploited across the continent, but the distinction between
Blacks and Africans, while seemingly innocuous, reflects the "racializing"
discourse that is a result of the global domination of white supremacy. In turn,
it raises questions about the explicit process of identifying, labeling, and
defining Blacks, as the antithesis of whiteness, while imbuing Blackness with
all the negativity associated with evil.6 One could speculate that the reason
the assault on Blacks was so malicious was because of the enormous task
undertaken by Whites: the making of the "Other." Unfortunately, the argument
over which came first, the chicken or the egg, had to be faced. Numerous
scholars concluded that prejudices based on skin color differences did not just
happen. In fact, White supremacy served as the primary justification for the
exploitation of the Black body (labor), the oppression of the Black mind
(image), and the subjugation of Blackness (discourse). White supremacy as
an idea does not predate the construction of laws, discriminatory practices and
policies on the micro (individual) and macro (institutional) level, but there is
a
concomitant relationship between the ascendance of white supremacist
ideology and the construction of policies to enforce white rule.
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For Africans, Blackness originally reflected all that was beautiful, good,
and ordered, but for some reason, Europeans saw God and all things good
reflected in their skin and their cultural practices, thereby imbuing God,
goodness, and light with the characteristics of white and creating Blackness as
its antithesis.7 Europeans began to project onto the black/white dichotomy
religious connotations, as many scholars argue that the origins of white
supremacist thinking can be found in the religious imagery of Christianity. In
short, it was not an aligning of the stars, a predilection, or a curse from God,
but the confluence of attitudes, greed, and the need for cheap labor to forward
the impulses of Empire that fueled Europe's ascension, the debilitating
discourse about Blackness, and the exploitation and subjugation of Blacks.
Today, the "Great Chain of Being" resonates in current discussions about the
"Bell Curve" and studies arguing for the mental deficiencies of Blacks.
Likewise, arguments about genetic predispositions for certain diseases along
with studies showing sub-standard health for Blacks with respect to racially
prevalent diseases has rekindled the virulent rhetoric of racism. Now that we
see whence the racial animus began let us turn our attention to what brings
Blacks in South Africa and the US together besides the color of their skin.
Endnotes
1 See Ronald Takaki, Ed. From Different Shores . New York: Oxford
University Press, 1994.
2 It would be presumptuous to infer that race and ethnicity had not been
used as a method of discrimination throughout South African history; however,
I am trying to show that race and ethnicity became an integral, and highly
visible means of discriminating in South Africa. The battle for political control
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of South Africa lay between the British and the Afrikaners. Ethnicity
distinguished the British from the Afrikaner. Once political control was wrested
from the British in 1948, Afrikaners in the National Party, moved to fortify their
claims to power. This shift signaled the end of British colonialism in South
Africa and the apex of Afrikaner nationalism. Race and ethnicity translated
into class, which became the benchmark for privilege in South Africa.
Coloreds and Indians shared status as "honorary whites," which meant some
privileges and/or better treatment.
Robert Price in, "Race and Reconciliation in the New South Africa,"
(1997) notes, "South African history over the past fifty years is a testament to
the power of the situational or structural environment as a variable influencing
political outcomes and counterbalancing other variables which otherwise
would provide a strong foundation for racial communalism (155). In short,
Price points out how viewing each category in the construction of identity
separately suggests that race, ethnicity, class, and gender are mutually
exclusive. This is not the case in South Africa. Regardless of shifts in
definitions, the color coda has not nullified its usefulness as a tool of
discrimination. When speaking of identity, definitions abound. As Iris Berger
explains in "Categories and Contexts" (1992), "Understanding each period and
the shifts over time between them helps clarify the changing meanings of
gender, race, and class and their complex relationships with each other" (286).
3 This aspect of my argument does not ignore the many Indians and
Coloured who would "self-identify" as "Blacks, especially during the Black
Consciousness era.
4 In this instance, I am merely referring to reign of British rule during
the "legal existence of slavery." In the Dutch Republics, Roman-Dutch Law
may have held sway, but the status of children nevertheless followed from the
mother.
5 Is it ironic that Black unity would first appear given a religious event?
Given the depths of white supremacy's hold on the lives and minds of Black
South Africans it is quite appropriate for them to first address the spiritual
and/or psychological realm. In fact, according to Lembede, Biko, and Mda the
crux of Black oppression is the idea of Black inferiority and their deference to
and dependence upon Whites instilled in the minds of the masses.
6 As Charles Mills and countless others have pointed out, it was not just
"Black folk " but all people of color who were exploited, oppressed, and
dominated for the purpose of exalting and privileging whiteness all over the
world What other group can trace their history through the numerous terms
used to describe, identify, and "other" them These terms include:
savage,
heathen, slave, spear-chucker, jig-a-boo, spade, boy, Sambo,
darky,
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contraband, property, freedmen, nigger, kaffir, Negro, coon, and Black
(although, in the South African context a qualifying term has always been
included to make the distinction), all carried the connotation or explicit
meanings of dirty, unclean, impure, dim, dismal, gloomy, threatening,
foreboding, wicked, villainous, fiendish, soiled, depressed, monstrous!
forbidding, and ominous. See Winthrop Jordan's White Over Black . Charles
Mills' The Racial Contract
,
George Fredrickson's The Arrogance of Race , and
Pierre van den Berghe's Racism .
7 Is it necessary to argue Blacks probably did the same thing without
transferring the negative to Whites as Whites did to Blacks? I say no, but
claims of "reverse racism" charged against Black Power and Black
Consciousness proponents bears further discussion. Such claims are based
in Whites' anxiety that Blacks will "turn the tables" and subject Whites to the
same treatment they inflicted upon Blacks. The need for Black pride is based
in the realization that Whiteness has defiled Blackness. If Blacks consider
Black to be beautiful, it does not automatically infer that white is ugly. This
only follows if one originally buys into the idea of racial superiority, for it denies
the equality of humanity. It is ludicrous to insist that a love for self
automatically constitutes hatred or disdain for anyone "not like 'me'"! If people
are not motivated by conquest, then creating differences for the purpose of
exploitation, oppression, and domination are not necessary. Finally, the idea
that one cannot love both is based in the Manichean idea of good and evil
having to coexist for the sake of each other's existence.
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CHAPTER 2
BLACKNESS AS COMMON GROUND
Introduction
To further our understanding of the African diaspora, it is incumbent for
scholars like myself to make connections between the struggles of people of
African descent, not only as they resist the power structures of white
supremacy, but also as they move towards freeing their bodies and liberating
their minds. Chronologically, this study is situated within two discrete
movements that overlap, mirror, and interpenetrate each other in a number of
ways. At the same time, they are vastly different in other ways. Given the
propensity to see individual Blacks as the same or as part of a carbon copied
collective is what Albert Memmi refers to as "the mark of the plural" (85).
These similarities should not be confused with sameness, as a variety of
places, methods, and outcomes are involved. By situating Blackness as the
locus for a comparative study, one understands that the connection between
Black South Africans and Americans is more an ideological link than a blood
link. However, the sense of community felt among Blacks in South Africa and
the US is based in their "culture of resistance," as much as it is an idealization
of the diasporic relationship each shares in the larger "imagined community" of
Blackness. In this chapter, I review relevant comparative studies of South
Africa and the US, address "common ground," and close with a discussion of
"attitudinal" common ground as it is expressed in the resistance efforts of
Black youth during the 1960s-80s.
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Literature Review
A number of scholars have comparatively addressed the socio-political
and economic structures that link Blacks in South Africa and the US: John
Whitson Cell's Highest Stage of White Supremacy George Fredrickson's
White Supremacy and The Arrogance of Race . Bernard Magubane's The Ties
that Bind
,
Anthony W. Marx's Making Race and Nation: A Comparison of
South Africa, the United States, and Brazil, and Stanley B. Greenberg's Race
and State in Capitalist Development
. Their interest coincides with the raised
awareness of Blacks in the US with the plight of Blacks in South Africa and
vice versa' during the analogous Black Power and Black Consciousness
Movements. The exchange of information about the liberation movements on
the African continent and the mediated success of the Civil Rights Movement
in the US served as fodder for the interchange of ideas and inspiration. During
the 1960s and 70s, increased student and activist interaction (mainly the
passing of texts, pamphlets, and newsprint) heightened Black America's
awareness of Black South Africa's struggle and the struggle of US Blacks in
South Africa. A number of cultural studies about the relationship between
South Africa and the US have been conducted and serve as the basis of Rob
Nixon's somewhat misguided cultural critique of South African and American
Blacks in Homelands. Harlem, and Hollywood .
Nixon's book outlines numerous links in the literary culture between
South Africa and the US, most notably the Harlem Renaissance/Sophiatown;
the influence of literary and visual images from the US on the youth of South
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Africa; and the oft-romanticized vision Black Americans have of South Africa's
freedom struggle. Unfortunately, Nixon fails to get at the linkages (beyond the
Harlem Renaissance/Sophiatown connection) and ideological resonances to
formulate a framework for the "imagined community" of Blackness that
fostered the "Transatlantic Connection" between Blacks in South Africa and
the US. As Nixon notes, this relationship may be based, in part, on
"romanticized remembrances," but there is something instructive about this
relationship, born out of Pan-Africanism, Negritude, and the war against the
oppressiveness of white rule that is expressed in Nationalism, which he fails to
interrogate: namely, what these movements taught and learned from each
other's struggles for freedom and to express Blackness creatively. Finally,
giving certain literary and cultural influences more sway than they warranted,
focusing mainly on the "gangster" projections from Hollywood into South
Africa, and overstating Marxism's influence, Nixon trivializes the notion of
"imagined community" shared by these two "cultures of resistance."
Bernard Magubane's The Ties That Bind provides a framework for
assessing self-image and identity problems associated with Blackness,
particularly in the US. By problematizing ancestral links between Blacks in the
US and Africa, he contends a crisis of self-identity (based in fragmentation and
disorientation) is the consequence. Although Magubane speaks about the
relationship between Blacks on the continent of Africa and the US, he
devotes
an entire chapter to the formidable ideological "kinship"
between Blacks in the
US and South Africa. Given Fanon, Memmi, and Cesaire's analysis
of the
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psychological dynamics of colonized or "minority statused" people,
Magubane's conversation on distorted self-image, while targeting Blacks in the
US, is equally instructive for South African Blacks. His analysis helps us
understand the "Blacklash" apparent during Apartheid and the retribution that
has happened since liberation. Like Nixon, Magubane notes that Blacks in the
US drew hope from the freedom struggles in South Africa, as did particular
Black South Africans from the "gains" of Black Americans, which further
substantiates my claim for an "imagined community" of Blackness.
George Fredrickson's comparative trilogy (White Supremacy. Black
Liberation, and The Comparative Imagination) of Black liberatory struggle in
South Africa and the US posits Whiteness and white supremacy as the central
theme or link. In Black Liberation Fredrickson asserts there are ideological
resonances apparent in both locales' attempts to remove the oppressive yoke
of white supremacist domination as "... the two discourses addressed
common questions, often in remarkably similar ways" (5). What Fredrickson
notes as "discursive congruence" is summed up in five salient points: the
power and privilege of whiteness; the education of the "elite" leaders; and the
influx of communism as a platform for organizing and developing Black
counter-ideology (5-7). 1 His idea of Whites conferring "minority" status on
Blacks in both locales, irrespective of the numerical majority Blacks enjoyed in
South Africa, and the growing Pan African consciousness and knowledge of a
diasporic creative community proves most informative in developing the
ideological links in "imagined community" of Blackness
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Black resistance to white supremacist practices and laws are a
necessary first step, but where Fredrickson's studies fail is in not taking the
next step—focusing on Blackness as Blacks seeks to define it for themselves.
This self-definition is not a romantic remembrance, but a quest to re-member
the Black self as an identity with a past, present, and a future that is not
predicated on what Whites think Blacks should do or how Blacks should act.
Uncovering the similarities between Blacks in South Africa and the US,
Fredrickson notes,
I have not attempted to write the full history of the cultural and
intellectual transactions between black Americans and black
South Africa. Since my concern is with the operational political
ideas and ideologies, I have dealt with cultural exchanges only to
the extent that I could discern a political impact. I thought it was
important to deal with black religion in its relation to political
thought and action but have not felt obliged, for example, to treat
the fascinating subject of musical and literary influences. (9-10)
My study explores the fecund cultural terrain that prior scholars have
uncovered.
The social, cultural, and political similarities between Blacks in South
Africa and the US are apparent in the mass movement of Blacks from their
rural roots to the urban centers because of modernity; the disruption of their
social and cultural systems because of white rule; and the exploitation of their
bodies and labor as a result of the capitalist apparatus of colonialism and the
democratic system of "free" enterprise.2 Likewise, Blacks in South Africa and
the US share an ideological connection that dates back to the beginning of the
20th century with the theological exchange fostered by Bishop Henry MacNeal
Turner. Kinfe Abraham's "Transatlantic Ideological Collaboration: The US—
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South African Links" (1991) cites Bishop Turner's sacred expeditions (in the
latter part of the 1
9
th
and early 20th century), under the auspices of the African
Methodist Episcopal Church to South Africa, as the initial ideological contact
between Black South Africans and Americans.3 Turner's work centered on
establishing the African Methodist Episcopal (AME) church in South Africa
(which eventually led to an African centered "Black Theology" that James
Cone and others have analyzed). Oddly enough, Christianity is a strong link to
Black writing and a formative ideological link among Blacks in South Africa
and the US. In other words, the tenets of Christianity pervade, shape, and in
some instances impede Blacks' political responses to White supremacist
doctrine and practices. Likewise, Christianity is figured and expressed in the
themes, allusions, imagery, language, and symbolism of Black writing.
Any conversation about Blackness, especially in the American and
South African context, must explore the importance of resistance, freedom,
and liberation in the lives and art of Blacks. In terms of consciousness, how
does one go from being subjugated/negated to seeing the self as a whole and
complete entity? For Blacks individually and collectively, the "politics of
creation" is the aesthetic process of self-definition articulated in the shift of
writers (as individual writers and members of a racially codified cadre) who
move through various stages of creative expression, which mirror the stages
Frantz Fanon characterized in "On National Culture."4 For Blacks, creative
expression follows, in fits and starts, this process; it should be understood that
this process does not necessarily follow sequentially, as these steps often
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interpenetrate and overlap one another. For Blacks writing in English, it
begins by writing in an imitative manner. The next stage is writing in response
to the oppressiveness of their situation (appeal). Given the Black struggle in
the US and South Africa, this stage was followed by writing as if acceptance
into the mainstream was the desired objective (acculturation). Disillusioned
and dissatisfied with acculturation or assimilation Blacks wrote about self, but
in opposition to whiteness (protest). This stage gave way to writing about the
self, for self-expression (freedom), which is reflected in part by the aesthetic
argument of "art for the sake of art." Unfortunately, creative self-expression
did not lead to total self-definition. Since liberation was the goal, another shift
in consciousness was necessary, which correlated to a shift in the material
reality of the group. Ultimately, liberatory writing was the eventual form of
creative self-expression; that is, writing to the self, about the self, without
seeking validation, approval, or acceptance from any outside entity or
authority. I will now turn to addressing the "attitudinal, ideological, and
expressive" common ground that links Blacks in South Africa and the US.
Common Ground
"Attitudinal" common ground was reflected in the "Say it loud; I'm Black
and I'm proud," "I write what I like" or "Black man you are on your own"
pronouncements of Black American and South Africans. To Whites and some
older generation Blacks, the assertive tones of Black youth bordered
on
haughtiness. By the late 1960s (US) and 1970s (RSA), Blackness was still a
visible marker of exclusion of Blacks by Whites and became a visible
marker
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for inclusion among Blacks, even as they excluded Whites who were
sympathetic to their cause.5 But the true marker of "Blackness" was a raised
consciousness of struggle against the rule of white supremacy and an
elevation of all things "Black." If one of a darker persuasion worshipped
"whiteness" they were not considered "Black." To be "Black" was to embrace
African, Black culture, and it included a rejection of assimilation and
acculturation. For the most part, to be "Black" was to embrace the varying
colors of Blackness, which included Blacks who had "one-drop." In other
words, where color once meant automatic inclusion into the racial
classification of "Black," one's attitude or consciousness was the new marker
of Blackness.
For Blacks, the struggle for freedom has been an uphill journey. In both
locales, the guiding principle of dismantling racially separatist practices led to
similar ideological movements based in Pan Africanism, Negritude, and
Nationalism. Pan-Africanism, Negritude, African and Black Nationalism, Black
Arts, and Black Consciousness were significations of the self-defining impulse
articulated by marginalized Black communities that were adversely impacted
by the global sweep of white supremacist domination. Again, "ideological"
common ground was expressed through grass roots/direct action resistance
organizations (SNCC, ANC, SASO, Black Panthers, CORE, SCLC, and the
ANC Youth League) that shared similar tenets, but exercised different
methods. Chapter three provides a more in depth discussion of the
"ideological common ground" between Blacks in South Africa and the US.
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The struggle for transformation of the Black image in the white mind
and liberation of Blackness in the Black mind is the driving force behind Black
writing. Emancipation, education, enlightenment, and self-actualization, along
with reconciling the image and reality of Black life, have been viable
motivations for Black writing. In this manner, "expressive" common ground is
acknowledged in the explosion of short story production during the 1960s and
1970s, which is chronicled in Preston M. Yancy's The Afro-American Short
Story (1986) and Catherine Dubbeld's Reflecting Apartheid (1990). Also, it is
a creative orientation that responds (hence the changing face of resistance) to
the lived experiences of Blacks in South Africa and the US, with each location
adding nuance through the "flavor" of circumstance. While each locale goes
through variations that respond to the exigencies of time and place (based in
geographical specificities, political machinations, and the need for Black folk to
survive—physically, mentally, and spiritually) the idea of Blackness, and its
associated corollaries, bear the mark of these local variances.
While Fredrickson notes the spread of Pan Africanism (i.e. the
knowledge of their shared struggle against white supremacy), it is apparent
that Black writers in South Africa and the US were aware of each other as
early as the Harlem or New Negro Renaissance in the US. Tim Couzens in
The New African notes that Booker T. Washington's Up From Slavery was
"popular" reading for the missionary educated elite, but they were
most
profoundly influenced by the literary contribution of the New Negro movement,
in general, and, specifically, the poetry of Langston Hughes who,
in 1928,
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pondered the oppressiveness Black South Africans faced in the
"Johannesburg Mines." Peter Abrahams echoes this sentiment in Tell
Freedom
,
where he notes how his experience with the writings of W. E. B. Du
Bois, Richard Wright, and the "New Negro" writers, at the Bantu Men's Social
Club, introduced him to the complex racial relationships that existed the world
over for people of color.
For all the thousands of miles, for all the ocean, between
the land and people of whom he wrote and my land, Du Bois
might have been writing about my land and people. The mood
and feeling he described was native to me. I recognized the
people as those among whom I lived. . . . Though like us in every
other respect, the Negroes in the Souls of Black Folk seemed
very solemn, without laughter. But for all that, Du Bois had given
me a key to the understanding of my world. ...
I replaced the book and reached for others. There was
Up From Slavery ; Along this Way by James Weldon Johnson; a
slim volume called The Black Christ; a fat volume called The
New Negro . Those pages were written by Negroes! Something
burst inside me. (Abrahams 193-94, 197)
In fact, the Bantu Men's Social Club served as a vital front for fostering Pan-
African awareness among the Black South African elite. This is especially true
of the ANC Youth League's maturation (Gerhart 44).
In 1954, Peter Abrahams noted that the Black struggle is destined to
unseat the idea that "For all the thousands of miles, for all the ocean, between
the land and people" of South Africa and the US, "The Negro is not free..." and
will prove to those oppressed by racist white rule that "[t]he world could
never
again belong to white people only!" (197). In sum, the historical
links between
Blacks in South Africa and the US and their struggle against the rule of
white
supremacy justifies the comparative nature of this study. Also,
it shows how
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the expressive, ideological, and attitudinal "common ground" links them in their
collective resistance against the edicts of White Supremacy. Chapters five
and six provide a more substantive discussion of expressive common ground.
Attitudinal Common Ground
Continuing with comparative links, a discussion of the "attitudinal"
common ground that links these two "resisting cultures" will enhance our
understanding of the bonds that form the "imagined community of Blackness.
I will now discuss the historical period of the 1960s and 70s to provide a
context for the "urgent tellings" of Dumas, Bambara, Ndebele, and Magona.
As human beings, Henry Dumas, Toni Cade Bambara, Njabulo Ndebele, and
Sindiwe Magona were situated historically within the Civil Rights and Anti-
Apartheid Movements that include the ideological and creative offshoots of
Black Arts, Black Power, and Black Consciousness Movements, all of which
happened within a 10-year period of each other. As the Black Arts and Black
Power Movements lost momentum, the creative thrust of the Black
Consciousness Movement began to express itself across the campuses and
townships of South Africa. Similarly, the writing careers of Dumas, Bambara,
Ndebele, and Magona were forged during the Black Power and Black
Consciousness movements of the US and South Africa respectively. During
these times, each of these writers performed differing tasks.6 By examining
the time period in this manner, we become aware of the writers' roles and the
environment (moments) that formed their creative impulses, in order to better
understand their artistic choices and the worldview they present.
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Originally, the struggle for liberation was the purview of the educated
elite who apologetically petitioned Whites for the redress of their grievances.
Using the available means for redress, that is governmental channels
insensitive to the needs of Blacks and decidedly for the benefit of Whites, the
Black educated elite petitioned South African, English, and US governmental
agencies. Citizenship, land, property, and enfranchisement rights were
systematically stripped from Blacks in South Africa (mid 18 th through the 20th
century) and the US (late 17th through the 20th century seeing rights were not
afforded enslaved Blacks), leaving Blacks "begging" those who took their
"inalienable rights" to rectify their wrongs. As more individuals became
educated, the number of resistance workers grew, but their overall age
remained that of grown-up or adult (the education process and the exigencies
of life made this already slow process slower).
In both locales, their elders, white "friends," the white supremacist
educational systems (that advocated education as a means of advancement),
and the harshness of their parents' reality encouraged Black youth to take the
education route. As more and more youth began to matriculate to college,
their dissatisfaction with the limitations of white rule became the stimulus for
their objections to the status quo educations they received. Likewise, each
generation became impatient for change and saw the previous generations as
capitulators or "sell-outs." Determined not to make the same mistakes, Black
youth in South Africa and the US made inroads among their peers and began
organizing in the schools. In South Africa, the ascension of the National Party
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and the Sharpeville Massacre produced a pall over the older generation. In
the US, Black elders well versed in the penalty for "resisting" the reign of
Whiteness, and the untold violence visited upon the Black body (by the KKK
and individual Whites), caused them to look to the future for relief. Looking to
the future is evidenced in the songs they sang, the poems they wrote, the
stories they told, and the hope-filled prayers they offered their gods.
Christianity played a pivotal role in the measured response of Blacks.
Part of the accommodating attitude was a function of Christianity's pivotal role
in the formative years and the cognitive development of the early leaders.
Blacks continuously couched their protests in the rhetoric of freedom and
buttressed their arguments with appeals to brotherly love. Their actions were
dictated by their faith in God and the idea that "long-suffering" was a virtue. In
South Africa, the centrality of religion's role in the ideological plans of
resistance organizations was inherited from the missionary education many of
the educated elite received. In the US, religious organs served as the proving
ground for most (if not all) Black leaders. For the most part, US Blacks cut
their political teeth in the church, as it was the original place to learn to read
and write, and the most viable location to hone leadership skills; however, the
Black church was a double-edged sword in the campaign against white rule.
As mentioned earlier, "Black Theology" became a prodigious agitator versus
the status quo. In some respects it hindered Black militancy, and in other
instances it fostered the revolutionary fervor that gripped the Black
imagination.
7
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Blacks found another outlet for political expression in the Communist
Party. While the opportunity to hone leadership skills was sharply curtailed,
Blacks learned another set of organizing tactics and principles from the
Communist Party's leadership. Communism provided a framework for
assessing and a vocabulary for addressing the ills plaguing Blacks. While this
focus proved instructive and provided Blacks with a new mode of analysis for
institutional expressions of oppression, Marxism did not offer anything to offset
the prejudice within Communist ranks nor any mechanism to offset the
individual expressions of racism that were part and parcel of white
supremacist structures. These two divergent ideological streams (Christianity
and Communism) combined with the growing disillusionment of educated
Blacks encouraged the growing sense of disdain for the Christian ethos of
forgiveness and fostered Black disenchantment with Marxist propaganda that
hindered earlier generations of the Black vanguard.
8
Prior to the early 1960s, young Blacks were not "organized" as arms of
either movement. Given the marginal role of Black youth in the church, it is
only logical that Black youth would not be part of the intellectual arm that
formulated policies and ideology. Also, the tradition of deference to elders
prohibited Black youth to push for a greater say. As Black youth began to see
their educated Black predecessors denigrated and belittled by a system that
sharply curtailed the opportunities for Black advancement, they began to think
differently. In the US, not only did their thinking change with the Civil Rights
Movement, but their role became decidedly more visible during the Sit-ins,
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Freedom Rides, Voter Registration Drives, and other peaceful demonstrations
spurred on by Black youthful militancy. However, it was their mistreatment at
the hands of white authorities that hardened their resolve. Youth led
organizations like (CORE) Congress of Racial Equality, (SNCC) Student Non-
Violent Coordinating Committee, and (COFO) the Council of Federated
Organizations, began to sprout across the US. The Black Panthers and the
teachings of Malcolm X spurred a "less than measured" response from Blacks
and attributed to the growing sense of Black impatience and hostility. Despite
stagnant race relations, eventually white youth would work with Black youth,
but overall white resistance to the hegemony of white supremacy was
abysmal.
9
In South Africa, youthful participation faced different hurdles. Slowly,
young people were groomed for roles in the resistance movement, but
leadership was the domain of the elders: "ANC tradition and African social
custom accorded wisdom, deference, and leadership to age" (Gerhart 81).
Generational gaps proved costly to Black resistance especially in South Africa:
A gulf of years and experience separated Lembede's generation
from [Pixley] Seme's. Though revered as a nationalist patriarch,
Seme represented a variety of nationalism belonging to earlier
decades of the century, when educated Africans had clung to the
promise of trusteeship and placed great faith in the benign
influence of Christianity. ... In the years when white prejudice
was to supposed to have withered, African resolve withered
instead; as white prejudice battened itself on the drive for money
and power, Africans sustained themselves on the illusion that
politics was a matter of patient persuasion, polite formalities, and
moral indignation. (Gerhart 46)
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Recognizing the need to incorporate Black youth into the struggle against
white domination, in 1944 Anton Lembede helped launch the ANC Youth
League, which spawned such leaders as Nelson Mandela, Walter Sisulu, and
Oliver Tambo (Gerhart 50-51). Over time the number of Black youth
organizations would rise, with the 1960s spawning ASA (African Students'
Association) and ASUSA (African Students' Union of South Africa).
Disgruntled with multicultural organizations where Blacks could participate, but
not be part of the decision-making apparatus, Black youth took the lead in
creating an organization that, while not anti-white, welcomed only Black South
Africans into its membership. In 1968, SASO (South African Students
Organization) became a reality (Gerhart 257, 261). Finally, the imposition of
Afrikaans as the medium of Bantu education cemented youthful participation in
the resistance movement.
Once young Blacks began to bear the brunt of the violence, the older
leaders arranged for their limited participation in decision-making processes.
In the 1960s (US) and 1970s (RSA), Black youth were fully integrated into the
struggle and were dying in both instances; however, the intense loss of life in
South Africa bears distinction. The trauma associated with the deaths of
leaders, children, and "regular people" (Malcolm X, Medgar Evers, and Dr.
Martin Luther King Jr. in the US, and Sharpeville, Soweto, and Steve in
South
Africa) set off a chain reaction of events that are creatively
engaged in the
short story. Force and rigid penalties (including death) were
imposed upon
those who upset the socio-political equilibrium in the US and South
Africa.
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During this period, in terms of tactical forms of resistance, Blacks i
both countries utilized an interesting mix of violent and non-violent tactics. To
characterize Blacks in South Africa as having "violent" demonstrations is to
view these tactics in a reductive manner and ignores the multiple methods
each employed to agitate for equal rights and the end of racially sanctioned
oppression. The use of violence in South Africa and the US led Blacks to
reconsider the viability of such tactics. In each case, to avoid violent
revolutions negotiated settlements were realized—each with differing
concessions and degrees of appeasement. In both locales, Blacks came to
realize that freedom gained through negotiation was not the goal: the ultimate
goal was liberation.
In the US, shouts of "Black Power" fanned the flames of Black unrest,
but the call that galvanized Black youth quickly faded. Generational conflict in
the US is summed up in the pointed comments of Ella Baker:
I think they got caught up in their own rhetoric. Even this
business of the press, I think, has its explanation. To me, it is a
part of our system which says that success is registered in terms
of, if not money, then how much prestige and how much
recognition you have ... .So these youngsters with their own
need for recognition began to respond to the press. . .
.
But this began to be taken up, you see, by youngsters
who had not gone through any experiences or any steps of
thinking and it did become a slogan, much more of a slogan, and
the rhetoric was far in advance of the organization for achieving
that which you say you're out to achieve.
[What was needed was] a greater degree of real
concentration on organizing people.... I'm sorry but it's part of
me. I just don't see anything to be substituted for having people
understand their position and understand their potential power
and how to use it. This can only be done, as I see it, through the
long route, almost, of actually organizing people in small
groups
and parlaying those into larger groups, (qtd. in Payne 379, 380)
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Baker's analysis proved prophetic, as politically unconscious Blacks took to
the streets, to express their pent-up frustrations over the deaths of Malcolm X,
the Birmingham Six, Medgar Evers, and Dr. King in the mayhem of the "Hot
Summer of 68." Young Blacks involved in the Sit-ins and other demonstrations
became disillusioned after Dr. King's death. Efforts to maintain unity and
move ahead met disenchantment and despair. Searching for answers,
Blacks, young and old, took to the streets; unfortunately no answers were
found in the streets or in the Christian based pleadings of their leaders.
Revolting against the system and the appearance of their parents'
indifference, Black South African youth took matters into their own hands. In
South Africa, 1976 marks the beginning of mass Black student protests, in the
townships (most notably Soweto) outside of Johannesburg. For many, the
subordination of their "mother tongues" to the imposition of Afrikaans as the
medium of instruction, in the Bantu education system sounded the death knell
for the creative impulses of Black South Africans. Black South African
students and children took to the streets to protest the inequity of their racially
stratified life. The South African government met this resistance with the lethal
force of their military state and with terrifying results, as rubber bullets gave
way to "live" ammunition. Over 570 students/children died during the township
uprisings. A year later (1977) Bantu Steve Biko, the chief orchestrator of the
South African Student Organization (SASO) and leading proponent of Black
Consciousness ideology, would die at the hands of the South African
authorities, further intensifying Black South African youths' resistance efforts.
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The writers
In the same way Black youth were "taking it to the streets," Dumas,
Bambara, Ndebele, and Magona did not sit "idly by." During this era, Henry
Dumas and Toni Cade Bambara pursued an education, were "freedom"
fighters, and participated in numerous anti-segregation activities. Each was a
gatherer and disseminator of information about organizing. Their focus was
one of service to the Black community. However, Henry Dumas died in 1968,
and, while his works were published posthumously, they reverberate with the
energy of the period and provide the necessary trajectory for this study's
critical examination of the short story's role in expressing the liberatory
impulses of Blacks during and after the heyday of the Black Power and Black
Consciousness Movements. Dumas's work, which includes a collection of
poetry entitled Knees of the Natural Man, reflects his quest for knowledge and
wholeness, not only for himself, but also for Black people, in general. He was
an active participant in the Civil Rights Movement. His activism carried into his
labors for the US Air Force and Xerox, where his racial indoctrinations were
exponentialized. He worked to provide for his family and sought to assist the
Black community through his writing and other creative endeavors. In a
similar vein, Toni Cade Bambara participated in a variety of activities in the
struggle for Black self-determination and (free) artistic expression. She
traveled around the world and over a great deal of the eastern and southern
US, with numerous excursions to the West Coast to pursue her interests in
film. Aesthetically, Bambara grew up in "service" to the Black community,
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amidst the turmoil of the tumultuous 60s and 70s, as ".
.
. a community scribe
in the sense that people would hail me ... So, I got paid and trained as a
community scribe very early" (Deep Sightings 219). Bambara's artistic vision
came to fruition in the form of two short story collections and two novels (one
completed posthumously by Toni Morrison). In other words, Dumas and
Bambara were writers "of and for the people," and their stories were about the
people.
I am unable to make such uneguivocal positions for Ndebele and
Magona, because of their very different upbringings in the stratified society of
Apartheid South Africa. Each writer was a "freedom fighter" in her/his own
right. Sindiwe Magona was a single mother and teacher during the turmoil of
the Uprisings. Njabulo Ndebele was a freguent contributor to Staffrider
,
the
literary organ of Black South Africans, and one of the leading architects of
Black (Arts) Consciousness in South Africa. His critical intervention did much
to save Black short story writing from extinction given the strictures of
censorship and the formulaic nature of "sloganeering." Both were educated in
the Bantu system and eventually would "escape" to address apartheid's
atrocities in exile. Writing in exile and re-membering the past was a viable
method for addressing the fissures of memory, the elisions/erasure of history
(master narrative), and the traumatic wounds of life. Ndebele's Fools and
Other Stories
,
which melds tradition and modernity in the stories that reflect
the tensions of Black South Africa life, would serve as the basis of the final
reguirement for the Ph. D. at the University of Colorado, Denver (1983). He
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currently serves South Africa as the Chancellor of its most prestigious
institution: the University of Cape Town (UCT). Sindiwe Magona earned a
Teacher's Degree in South Africa before leaving for the United States. She
would earn a Master's Degree in Library Sciences from Columbia University in
1983 and go on to produce one novel, two autobiographies, and two
collections of short stories. She worked at the United Nations, until she retired
(2003) and returned to South Africa, in response to President Mbeki's call to
help "stop the bleeding."
Conclusion
The common denominator for Blacks in the US and South Africa is the
creation and institutionalization of racist attitudes and practices that colored
the law and customs of the land. As we have seen in chapters One and Two,
the rationale for this comparative study is grounded in the historical,
ideological, and artistic connections between Blacks in South Africa and the
US. Likewise, we see that these writers refigure the concept of resistance
(personally and professionally) by revealing the numerous paths for
participating in the liberation of Blacks. The expressive, ideological, and
attitudinal basis for this comparison is apparent in each locales' methods for
incorporating the youth into their respective resistance movements. The
connection becomes even more apparent in a discussion of Blackness as a
counter-discourse to the hegemony of white supremacy, the short story as a
marginalized literary form, a preface review of African/Black short story
anthologies, and the explication of representative short stories by Dumas,
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Bambara, Ndebele, and Magona, as they represent Black life and examine the
"Conflicts of Unity." But first, let me turn my attention to the discourse of
Blackness as a site of contestation.
Endnotes
1 The educated elite thought it wise to write to Whites requesting entree
into mainstream society based on expressions imitations of civilization/culture
This idea is formative for each literary tradition and serves as the basis for
much consternation and dissonance in later literary efforts to combat the
pejorative effects of white hegemony as espoused in the literary mainstream.
2 In the US, the Great Migration of Negroes was a twofold response to
the violence and exploitation of the South. Blacks utilized their most potent
method to express discontent: they moved. In large numbers Blacks flocked
to the urban centers of the North at the behest of northern industrialists who
were in need of cheap labor. The immigrant population had been curtailed by
the destruction of World War I and the imposition of strict immigration policies
concerning Europe. It is in this atmosphere that the Harlem Renaissance
found its beginnings.
In South Africa, like the US, mass migrations of Blacks from rural to
urban areas was greeted with rules and laws enacted to regulate their
movement, thereby restricting their ability to dictate economic self-
determinance. These laws provided the ideological and legal framework for
what would come to be known as apartheid. In 1905, South African Native
Affairs Commission (SANAC) legalized territorial segregation. The color bar
was introduced with the Mine and Works Act of 1911 and the full court press
was on with the enforcement of the Native Lands Act of 1913. This was the
beginning of a wave of racially motivated laws designed to ensure Black
servitude and white privilege. Following is a sampling of the numerous laws
enacted during the 20th century in South Africa: Native Affairs Act 1920,
Native Taxation and Development Act 1922, Colour Bar Act 1926, Native
Administration Act 1927, Native Service Contract Act 1932 the Hertzog Bill
1936, Prohibition of Mixed Marriages Act 1949, Population Registration Act
and Group Areas Act 1950, Bantu Authorities Act 1952, Reservation of
Separate Amenities Act 1953, and the Bantu Education Act 1959.
3 August Meier, in Nearer Thought in America : 1880-1915, and George
Fredrickson point to this meeting between Turner and Black South Africans, as
the beginnings of the ideological relationship between Blacks in the US and
South Africa This is not to ignore or dismiss the inroads made by Paul Cuffe
during the 17th and 18th century, whose presence, while greatly appreciated,
did nothing to foster an ideological relationship with Blacks in the diaspora.
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4 The stages of creative expression as noted by Frantz Fanon are
imitation, acculturation, resistance, rejection, opposition, freedom, and finally
liberation through self-actualization, definition, and expression.
5 I make this assertion not ignoring the fact that Blacks had differences
amongst themselves because of the varying hues in Blackness.
6 Why the Black Arts and Black Power movements are seen as
separate movements from each other and with respect to the Civil Rights
Movement is fodder for another study. I would contend that in the context of
the diaspora's response to the global domination of white supremacy both
(Civil Rights and Black Consciousness) could be seen as part of the larger
movement (one movement), albeit with many, and sometimes differing
articulations of the insidious hydra-headed disease of white supremacy. For
now, I am content to allow these arbitrary divisions to exist as my ultimate
concern is with the ideological and creative similarities that 'happen' within a
20-year period of each other and across the span of the Atlantic Ocean. To
further clarify my position, Black Power and Black Consciousness ideology
evolve over time and reach their full articulation in Stokely Carmichael's
pointed demands and Steven Biko's lucid writings. In other words, the
parameters for Black Power and Black Consciousness as ideas and not
historical movements are debatable. For me, they are flexible enough to
include the four writers (Dumas, Bambara, Ndebele, and Magona) even
though their creative production happened during and after events transpired.
7 The church is figured in Bambara's "The Organizer's Wife," Dumas's
"Rope of Wind, Devil Bird, Ark of Bones, and Thrust Counter-Thrust,"
Ndebele's (implicitly) "The Prophetess and The Test," and Magona's
"Drowning at Cala and Push! Push!" In fact, each of these textual
interrogations complicate Christianity's role (as helpmate and/or hinderer) in
Black resistance.
8 Gail Gerhart, Bernard Magubane, and George Fredrickson each treat
the topic of religious and Communist Party influence. Magubane and
Fredrickson each devote a chapter to religion's centrality to Black ideological
responses. Gerhart intersperses her discussion with religion's importance
based on certain political figures. Again, Magubane and Fredrickson devote
considerable ink to the Communist Party's role in fostering the resistance spirit
among Blacks in South Africa and the US; whereas, Gerhart dismisses the
Communist Party's influence on Black resistance in South Africa.
9 Charles Payne's I've Got the Light of Freedom and Anne Moody's
Coming of Aae in Mississippi are just two texts that address the process of
Black youth's early involvement with the political process in leadership roles.
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CHAPTER 3
BLACKNESS: A DISCOURSE OF RESISTANCE
Lord God, forgive white Europe.
It is true, Lord, that for four enlightened centuries, she has
scattered the baying and slaver of her mastiffs over my land
and opened my heavy eyelids to the light of faith;
who opened my heart to the understanding of the world,
showing me the rainbow of fresh faces that are my brothers'.
(Leopold Senghorqtd. in Gordimer 1999, 52)
Introduction
We have seen how Blackness came into being and what Whites have
contributed to "othering" Blacks in the discourse about Blackness. Also, we
have addressed, in general, the common ground and, specifically, the
"attitudinal" common ground that links Blacks in South Africa and the US.
Now, I will discuss Black resistance and Blacks' participation in the discourse
of Blackness. More to the point, I will discuss the trauma of "living Black" and
the "ideological" common ground that binds Blacks in the "imagined
community of Blackness," the rhetorical pitfalls of "freedom, liberation, and
unity," and Blackness as a counter-discourse to the dehumanizing hegemony
of White supremacy. Regardless of genre, chronicling the discourse of
Blackness is a daunting task.
In this chapter, I address the concept of Blackness in critical and literary
discourse. I do not reconstruct the history of Blackness as an idea, but I do
contextualize Black participation in the discourse and show how as a counter
discourse used to subvert the master narrative's discourse about Blackness, it
reflects the processes I have described earlier in the "Politics of Creation. "1
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Finally, while I do not refute the black/white dichotomy that led to racially
distinct socio-political realities in South Africa and the US, I do address its
relationship to the "imagined community" of Blackness that is part of a larger
matrix designed to dismantle the global hold of white supremacy. Here are a
few questions I address in this chapter: How effective were the ideological
responses of Blacks to white supremacy? How has the rhetoric of resistance
shaped the counter-discourse of Blackness, and was it nuanced enough to
address the complexities of Blackness? What has "freedom" meant to Black
unity? How does the very concept used to denigrate and subjugate come to
serve as a rallying point or call for unity?2
In the last 400 years, with the possible exception of God and nation, no
topic has received more ink than the idea of Blackness. From these writings
came the basic ideas about Blackness and the general disdain for Blacks.
White supremacy created a discourse about Blackness that inscribed not only
the experiences of people of a darker hue, but conferred on them the
characteristics of being inferior, ignorant, and inhuman. Originally Blacks were
seen as sub-human to justify their enslavement and as "the other" to justify
their oppression and exploitation. Eventually, Segregation and Apartheid
mandated that Blacks be seen as inferior. In other words, to uphold the myth
of white superiority, it was mandatory to see Blacks in monolithic terms, which
was a remarkable feat given the differences of class, education, and gender
among Blacks in both locales. Given its various articulations, the story of
Blacks as the other has been a part of the story cycle of white supremacy.
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Blackness has been reified, codified, and homogenized, spreading its
ilk on all who bear the "visible" markings of African descent: a darker hue. If
the marking of Blackness is not a recent phenomenon, then it is safe to
postulate that its unmarking will not be any time soon. Principally, what has
led to the counter discourse of Blackness has been the process of wrenching
the identity and its associated world-view from the grip of the white
supremacist institutions, which seek to relegate Blackness (the sign,
discourse, and ultimately the people) to the margins of modernity. Normally
Black writing and ideology have operated in a counterattack mode, but to see
Black writing in this way, is to see Black writing as a reactionary element to the
master narrative, which negates its creative and transformative qualities.
Viewing Black writing in such a limited manner ignores the process through
which Blacks have struggled to gain control over the discourse for the
purposes of self-definition. The political nature of the process and its ideas
are significant when one considers Black participation in the growing discourse
about Blackness created and perpetuated by Whites. 3 In sum, the process of
opposing and gaining a modicum of control over the discourse that defined
Blackness is a focus of this chapter and central to the Politics of Creation.
Discussion of Blackness
The discourse about Blackness (what Blackness is by definition, how
Blacks are a problem/burden, how Blacks should act, what Blacks should do
about their oppressive and exploitative conditions, and what/how Blacks
should write) spawned countless ideological responses and numerous
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resistance movements. As a response to the oppressiveness of white
supremacy, the discourse of Blackness was situated completely in ideas of
freedom and resistance; however, these ideas were articulated in terms that
spoke to the immediate removal of oppression. The counter-discourse of
Blackness that began to offset the whitewashing of South African and
American literary, cultural, and political history found expression in the
ideologies of Abolitionists, Pan-Africanists, Negritude, Nationalists, Africanists,
Civil Rights, Black Power, Black Consciousness, and Anti-Apartheid activists;
all of which began as reactionary counterpunches to the demeaning discourse
about Blackness espoused by the hegemony of whiteness. Abolition and anti-
slavery resistance gave way to emigration discussions in the US and
deliberations about Black South African displacement, which led to issues
concerning enfranchisement, violence to the Black body, and the total
disregard for Black humanity: all of which impacted the Black psyche. Also,
the discourse of Blackness vehemently opposed the removal of Black civil
rights (through the imposition of Black Codes and Native Laws). These
governmental acts provided the foundations for racially stratified societies:
Segregation in the US and Apartheid in South Africa.
Rhetorically and ideologically Blackness went through many iterations.
Black writers, activists, and intellectuals—motivated by the desire to usurp
control over the process of self-delineation—joined the discourse of Blackness
and their participation is evident in the writings of Tiyo Soga, W. E. B. Du Bois,
Leopold Senghor, Aime Cesaire, Frantz Fanon, Anton Lembede, Stokely
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Carmichael, and Steve Biko, among others. Discussions about the
discourse's political nature are evident in the aesthetic arguments inherent to
Black Literature, in what I call Black Arts Consciousness. In essence, Black
Arts Consciousness is the process by which aesthetic (both cultural and
literary) expression of the counter discourse of Blackness reaches its zenith in
the professed desire for liberation of Blackness from the reductive gaze of
white supremacy, in both the Black imagination and the White mind.
For Africans, Black originally reflected all that was beautiful, good, and
ordered; however, as a new world phenomenon, Black was created as the
antithesis of all that was beautiful and good. As Frantz Fanon states,
Blackness was not originally forged in "lack." In fact, Blackness was not even
a conversation because it just "was. "4 In the case of Black South Africans,
Blackness is augmented by Africanness and definitions of "native," which while
named by Whites, (Whites created the totalizing construct of Africa) it was not
historically defined by Whites, seeing the multitude of African cultures existed
long before white intrusion. 5 That is not the case for Blacks in the US. Blacks
in the US were estranged from the land of their birth, via the Middle Passage,
and unable to profit from their own labor, by the enslavement experience,
while Blacks in South Africa were systematically alienated from their ancestral
homelands and stripped of their right to profit from their labor. In both
instances, Black humanity was objectified. Originally, Blacks in South Africa
had personhood, and, in some instances, the franchise, but all rights were
whittled away by the British and Boer's policies over the span of 100+ years.
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Literature Review
In the nineteenth and early twentieth century, Black intellectuals
struggled with the ideological or critical discourse of Blackness. In English,
Blacks would have a longer history participating in the discourse of Blackness.
In the US, Black participation in the discourse of Blackness finds its
beginnings in the creative writings of Phillis Wheatley's poetry (1773) and
Olaudah Equiano's (1789) story of his journey from childhood freedom in
Africa, through enslavement, to eventual freedom in England. The critical
discourse of Black writing is seen in "David Walker's Appeal in Four Articles"
(1829), Henry Highland Garnet's "An Address to the Slaves of the US" (1843),
Martin Delany's "The Condition, Elevation, Emigration, and Destiny of the
Colored People of the United States" (1852), James T. Holly's "A Vindication
of the Capacity of the Negro Race for Self Government and Civilized
Progress" (1857) which was written after his travels to the independent nation
of Haiti, and Alexander Cromwell's "The Relations and Duties of Free Colored
Men in America to Africa" (1860) and the "Future of Africa" (1862): together
they show the seminal germinations of Pan-Africanist or diasporic
consciousness/thought. The Slave Narratives would evince the greatest body
of writings in the creative discourse of Blackness, as Harriet Jacobs, Frederick
Douglass, Linda Brent, Mary Prince, Solomon Northrup, Henry Bibby, and
Harriet Wilson would take the form "fitted" for the Abolitionist Movement and
place their indelible stamp on American letters. In 1832, Maria W. Stewart led
the charge against sexist and racist oppression, which led to Sojourner Truth's
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accusatory and highly-charged "Ar'n't I a Woman?" Anna Julia Cooper's
stinging critique of the misrecognition of Blacks in American Letters, ("The
Negro in American Literature," 1892), gave way to Victoria Earle Matthews's
"The Value of Race Literature: An Address Delivered at the First Congress of
Colored Women of the United States" (1895), which recognized the important
role of literature in the upliftment of Blacks.
In English, the critical literature contributing to the discourse of
Blackness is a recent phenomenon in South Africa, as the number of texts
dedicated to defining Blackness pales in comparison to Black American writing
of the same period. Based in newspapers and magazines, their early writings
coupled with the charter of the African National Congress led to the growth of
the critical discourse of Blackness.6 I would be remiss to dismiss the
traditional tales, poetry, and stories produced by the oratures based in Zulu,
Xhosa, and Tswana in through the 20th century. Fredrickson cites Tiyo Soga
as the first Black South African articulator of a "Black consciousness" or Pan-
African ideology: "I find the negro in the present struggle in America looking
forward—though still with chains on his hands and chains on his feet—yet
looking forward to the dawn of a better day for himself and his brethren in
Africa" (Black Liberation 41)7 Sol T. Plaatje, who wrote Mhudi and Native
Life , would address the 2
nd Pan African Congress (in abstentia) and be part of
a delegation that went to England in 1914 and 1919 to petition for the repeal of
the Natives Land Act of 1913.
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Numerous Black American activists who viewed solidarity with Africa as
a logical association based their ideas upon the centrality of race. William
Edward Burghardt Du Bois, who spent his entire lifetime fighting desperately to
end racism, came to differing ideas about race. Du Bois came to
consciousness amidst the virulent backlash against newly freed Blacks.
Educated in the US and Europe, Du Bois's observations were stinging
indictments against the absurdity of a racially constructed society that
banished people to a life of insult, ignorance, and injustice. In Souls of Black
Folk (1903), Du Bois made the prophetic and troubling assertion that "The
problem of the twentieth century is the problem of the color line." He found
"the color line" directly related to the ideology of white supremacy and the
failure of Whites to live up to the promise of liberty articulated in the
Declaration of Independence and the Constitution. By 1897, Du Bois defines
race in the following terms:
It is a vast family of human beings, generally of common blood
and language, always of common history, traditions, and
impulses, who are both voluntarily and involuntarily striving
together for the accomplishment of certain more or less vividly
conceived ideals of life (qtd. in Brotz 485)
By 1911, Du Bois had moved away from the illogic of racial considerations
based on biology: "So far at least as intellectual and moral aptitude are
concerned we ought to speak of civilizations where we now speak of race"
(qtd. in Appiah 40). He understood that cultural differences were real, but
argued throughout his life that deficiencies in the "intellect and moral
aptitude"
of Blacks were a function of the physical barriers erected by
the color bar. Du
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Bois's tireless efforts and his movement from seeing race as being biologically
determined to understanding race as a sociohistorical phenomenon, has
earned him the moniker "Father of Pan-Africanism."
Kwame Anthony Appiah's In My Father's House (1992) notes that Pan-
African discourse was forged in the "minority/other" model of US race relations
and foisted upon the rest of the Pan African delegation. With the growth of the
Pan-African Congress and the development of Negritude, African intellectuals
"took from their shared experience a sense that they had a great deal in
common: their shared 'African-ness'" (Appiah 9). However, Appiah argues
they shared the "twin-strivings" of Du Bois's analysis in another context: their
"African-ness" and their education or indoctrination into European culture (via
colonialism). Negritude acknowledged African intellectuals were conflicted by
"double consciousness," but, contrary to Du Bois's formulations, African
intellectuals had a sense of "rootedness" that Black in the US did not share.
Appiah finds fault not only with 18th and 19th century racial reasoning (and the
science purportedly supporting it), but he takes issue with the fallacy inherent
in racial essentialism. Trying to understand the virulence of such beliefs,
Appiah shows there are no biologically inherent differences, but the paradox of
the "Illusion of Race" is evident in the "object's" reliance on race to define
itself. On one hand, Whites foisted race upon Blacks as a means of justifying
Black subjugation and eradicating White guilt. On the other hand, Blacks have
spent an inordinate amount of effort debunking theories of racial inferiority,
only to embrace race in defining their identity or for generating a sense of
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unity: it becomes the "choice that racism imposes upon us-and just the
choice we must reject" (Appiah 42). For Appiah, if differences in race are not
biologically determined, despite the numerous efforts to prop up the sagging
pseudo science of phrenologists craniologists, and anthropologists, then it
stands to reason that there are no "racial essences" either. He does note that
many theorists, in their efforts to escape race express their confusion in racial
terms, so instead of addressing differences in cultural terms, they use racially
codified language to address cultural differences.
8
By the 1960s and 70s, the discourse of Blackness had not suggested
new paradigms for addressing the real problems that befell Blacks, instead
they pushed a certain program. The discourse of Blackness was articulated in
the tenets of Black Power in the US and Black Consciousness in South Africa,
which were based in the need for a renewed consciousness and the
simultaneous drive for the economic and political means for self-determination
or definition. In other words, the discourse of Blackness espoused in Black
Power and Black Consciousness was about Black pride and raising the
consciousness of Blacks from the psychological shackles of deference,
dependence, and inferiority. As a discourse seeking freedom and liberation,
creative expressions of Blackness represent the full range of human
experiences lumped together under the moniker of Black.
Despite one's personal inclinations, material reality, and/or
(dis)agreement with being lumped together, affiliation is a matter of social
record and is seen in the expressed skin color of "Black" and experienced
as a
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result of the cultural characteristics of "living Black" in any of the racially
oppressed locations operating under the guise of white supremacy. Fanon
makes the bond of color apparent: "I wanted to be a man, nothing but a man.
Some identified me with ancestors of mine who had been enslaved or lynched.
I decided to accept this. It was on the universal level of the intellect that I
understood this inner kinship.
. .
"
( Black Skin 113). For Fanon, it was a
choice; an expression of consciousness not to see himself the way Whites
saw him ("accept" the negating gaze of White supremacy), but to "accept" the
"universal kinship" based in the shared experience of "living Black." Because
of the physical experience of being treated "Black"—which in most respects
amounts to "less than human"—similarities in the experience are distilled
through the prism of racially formulated groups based in Blackness. For
some, it is a conscious choice, and, for others, it is a matter of circumstance.
Like Fanon shows, a collective self of Blackness (experienced on myriad
levels: social, aesthetic, economic, political, psychological, educational, and
cognitive) is formed and comprised of individuals, communities, and even
nations, to make up the constituency recognized today as the Black
Diaspora.
9
Given the advances Blacks have made in the US and South Africa over
the past 20 to 10 years respectively, it is little wonder that Blacks and Whites
acknowledge the indeterminacy of Blackness. Blacks in South Africa and the
US have gained opportunities, rights, and access to aspects of economic,
social, academic, and political life that were previously banned by the color
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bar. In the glee of overcoming and/or gaining independence, many found
themselves encountering the new face of white supremacy in the refined
rhetoric of racism or its legacy in the dysfunction of self-abnegation and
violence visited upon other Blacks. In the US, Blackness is still marked with
the addendum "African-American." The hyphen has been removed, but the
minority status lingers. In South Africa, South African still signifies whiteness.
In the past 20-30 years, the discourse of Blackness has explored new
avenues with the critical mass of intellectuals and literary and cultural theorists
who are eager to explore the variety that is Blackness.
Even in contemporary discourse, Blackness does not exist except for
Whiteness. Whiteness is recognized for what it is, the originator of Blackness,
because it is whiteness' formulation and othering of Blackness that situates
whiteness in the discussion. Conversely, whiteness, or shall I say resisting the
oppressiveness of whiteness (white supremacy), is what connects Blacks in
the South African and US context. While Blackness, as an identity, is a
construct formulated in opposition to whiteness, to see Black identity "along
the lines of white contradictions" is to refute the agency and creative capacity
of Blacks throughout the diaspora. 10 Stuart Hall's "Blackness: The Floating
Signifier" thesis is especially instructive when looking at blackness as a
socially experienced (and not a theorized) phenomenon. Granted there are a
collection of identities (reflecting in part the aggregating or lumping together of
people of color) under the rubric of "blackness," but it is imperative to
understand that no one identity (especially in the color spectrum) is static
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despite white supremacy's efforts to "fix if into something distinguishable and
indelibly different from the normed and privileged characteristics of Whites and
whiteness. So as Hall notes, while the signifier of Blackness "floats," it is
definitely not whiteness. 1 1 Although Blackness is not based in any "essential-
aspect other than the color of one's skin, Blackness is identifiable given the
racial markers codified in any society where the stain of white supremacy
lingers. While Blackness means a number of things, its significance is not lost
in its various meanings: instead it is enriched. The various meanings ascribed
to Blackness acknowledge the differences within Blackness, and despite
knowing it is not a hard and fast meaning, it is a meaning nevertheless. 12
South Africa and the US mythologized their national identity, as if it
were a single unified identity, but that single identity found meaning, cohesion,
and power under the rubric of whiteness. In reality, the idea of a single
(American) national identity incorporated variable meanings that were always
shifting due to the "plural" nature of the nation state13. Likewise, South
Africa's movement towards non-racialism is strikingly similar to the US's
current efforts to take color out of the discourse of difference and power.
Despite pronouncements that racism has abated, its resiliency is evident in the
refined rhetoric of racism that uses flowery expressions to claim color
blindness.
While a black identity that explains or defines all the variant
manifestations of Blackness is unattainable, the only "essential" aspect of the
Black self is one of consciousness, as Fanon notes, "My Negro consciousness
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does not hold itself out as a lack. It is. It is its own follower" [Original
emphasis] (Black Skin 135). Fanon shows that Blackness is complicated by
the nuances and complexities of a variegated identity rooted in the "other:"
"Negro experience is not a whole, for there is not merely one Negro, there are
Negroes" (Black Skin 136). Blackness, as an identity, does not exist in the
singular, but it does exist in the single moniker for the struggle that
accompanies the plural experience of living Black. Also, Blackness exists as a
single moniker for the countless creative expressions designed to resist or
break away from the binary/Manichean paradigm (that is reductive), in order to
explore the richness of Blackness. Finally, the collapsing of identity in the
racially codified marker of Blackness that connects Blacks throughout the
diaspora is the legacy of white supremacy.
Again, what links Blacks in South Africa and the US: is it the superficial
"badge" of color or is it as Du Bois states the "insult" resulting from the
"badge?" It is not the similarities in "experiencing" the insult, for the severity of
the "insult" differed in effect and expression for Blacks in the US and South
Africa, but the similarity lay in the marker for the insult: the "badge" of color. In
this equation, color is not a determinant of one's ability, intellectual prowess, or
moral code of ethics, but it is a target for derision and binds Blacks the world
over. When it is all said and done, the "imagined community of Blackness" is
a community of choice in the truest sense of Benedict Anderson's
formulations: blood is taken out of the equation and replaced by consent or
choice.
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While not challenging Diaspora scholarship, Charles Rowell's
introduction to Ancestral House cites the need for expanded definitions of
diasporic relationships. Rowell writes about his "diaspora illiteracy" and how it
is especially prevalent in the scholarship of Black Americans moreso than
other scholars of the diaspora. Rowell contends that the diaspora includes
people of African descent who were "scattered" via the Middle Passage
experience: "The continent of Africa, then, is not part of the Diaspora; it is
instead a common ancestral reference point, the original homeland, however
far removed in time and place" (xix). According to Rowell's definition, Blacks
in South Africa would not be part of the Black diaspora. In fact, South Africa
would not be "blood" kin to Black Americans, nor would West Africa, but it
opens up another way to view the ideological relationship I have suggested. I
appreciate Rowell's observation, as it broadens my understanding and helps
me to formuiate the next project, but it ignores the movement of peoples within
the continent of Africa to satisfy the lust of the enslavement and colonial
apparatus. The movement of people, not across water, but land, memory, and
space, caused immeasurable dispersions within the continent and is equally
part and parcel of the Middle Passage experience. Also, this movement
caused immense trauma for the individuals, families, and communities that
were separated and dislocated. 14 For Blacks in South Africa and the US,
writing was a means of not only filling in the gaps of the historical record, but
also for "collapsing" the distance between space, place, and time, through the
conduit of memory in the short story form.
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Based in the cultural enterprise of resistance and nation formation,
Benedict Anderson's Imagined Communities is instructive for understanding
the ideological relationship between Black South Africans and Americans in
the "culture of resistance." For Anderson, there is no greater "imagined
community" than the "imagined community" of nationhood. Like Blackness,
nationalism is a "new world" phenomenon born in the revolutions of the late
18th and 19th century. Its rise coincides with the spread of education beyond
the wealthy. Anderson notes the importance of language in "generating
imagined communities.... For it shows that from the start the nation was
conceived in language, not in blood, and that one could be 'invited into' the
imagined community" (133, 145). 15 This sense of imagined community, which
on a greater scale becomes known as nationalism, is best accomplished
through the concept of "unisonance" which is, "the same words uttered
together with, [and] by strangers simultaneously" and is found in the chanting
of cliches or tenets, and the singing of songs designed to unify and embolden
participants (Anderson 145). Simply put, national anthems are examples of
"unisonance." In South Africa and the US, the "imagined community" of
Blackness was strengthened in the rallying cries of "unity, freedom, and
power," as Black youth in the US and South Africa joined voices in making
their demands known. 16
Linked to the concept of nationality is identity. Anderson notes how
institutions (education, history, and museums) and their practices (curriculum,
the census, and maps) bolster national ties, while the language of nationalism
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makes "people willing to sacrifice life in the name of nation.
.
. [for] nothing
connects us affectively to the dead more than language" (144, 145). On one
level, how members of a nationality or ethnicity become linked is related to the
state's role in "constructing classifications" of identity. In other words, the state
apparatus develops the "imaginings" of community. On another level, people
can link themselves in the struggle against exploitation and oppression, forge
a "culture of resistance," and create an "imagined community of Blackness"
that is nationalist in tenor and thrust. With respect to nation building,
domination and resistance interact upon one another; inclusion for some leads
to exclusion for others, which in turn leads to solidarity among the excluded.
According to Anderson, national consciousness must be created; it
must be narrated, seeing "print language creates nationalism" (134).
Unfortunately, this form of remembering a national identity produces a by-
product: "forgetting."
All profound changes in consciousness, by their very nature, bring
within them characteristic amnesias. Out of such oblivions, in
specific historical circumstances, springs narratives. After
experiencing the physiological and emotional changes produced by
puberty, it is impossible to 'remember' the consciousness of
childhood... Out of the estrangement comes a conception of
personhood, identity (yes, you and that naked baby are identical)
that, because it cannot be 'remembered,' must be narrated.
(Anderson 204)
Forgetting forces those marginalized by society or erased from the historical
record to remember themselves, and to re-insert their story (via narrative first
orally, then in written form—in this case the short story) into the master
narrative. Modernity's forgetting causes ruptures in memory and occlusions in
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history; the end result is trauma for those who are forgotten or omitted from
the master narrative of white supremacy. If forgetting creates trauma, it is
imperative to tell the story and recall through narrative the pain and injustice
associated with "living Black" in South Africa and the US.
Allan Findlay in Root and Branch notes how the push to "remember and
record" the orature of indigenous South Africans is reminiscent of the 1930s
and 40s push to "remember, record" the orature of rural Blacks in the US. The
encroachment of modernity and its associated pressures (poverty and the
oppressiveness of white supremacy) precipitated this move and drove many
Blacks to the urban centers, thereby changing the folk idiom into one that was
more urbane. In South Africa, given the growing demands of the mining and
farming industry, this displacement was instigated by governmental
machinations that included the Natives Land Act of 1913.17 Findlay notes the
sense of alienation, displacement, and fragmented identity these movements
cultivated:
The erosion of social cohesion was also a personal psychological
matter since detribalisation and a sense of loss of identity
frequently accompany each other. Many Africans caught up in
change could hardly describe their situation, much less construct
solutions. However, a minority of Africans who received a
Western education reviewed the potential of their communities
and rejected colonial systems and practice. Unprepared by
tradition or experience they functioned involuntarily as the first
intelligentsia groups of their countries and they took up writing,
including the writing of literature as an instrument for this task.
(56)
For Blacks, writing was a way to deal with the trauma coming from the loss of
identity fostered by the policies, structures, and "story" of white supremacy.
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Narrating the past deserves further analysis and a conversation about
trauma helps clarify this discussion. Kai Erikson's "Notes on Trauma and
Community" (1995) puts the trauma of injustice and loss into context: "First, in
classic medical usage 'trauma' refers not to the injury inflicted but to the blow
that inflicted it, not to the state of mind that ensues but to the event that
provoked it" [Original emphasis] (184). For Erikson, it is not the condition
produced, but "how people react to it" that is the telltale sign of trauma's
presence, and for in the traumatized person, "
... The moment becomes a
season, the event becomes a condition" (185). 18 In South Africa and the US,
the "events" that provoked the trauma can be summed up as racial oppression
or "living Black." Erikson differentiates between individuals ("traumatized
persons") affected by trauma and a collection of individuals who experiencing
the same trauma, form "traumatized communities."
Sometimes the tissues of community can be damaged in much
the same way as the tissues of the mind and body, but even
when that does not happen, traumatic wounds inflicted on
individuals can combine to create a mood, an ethos—a group
culture, almost—that is different from (and more than) the sum of
private wounds that make it up. Trauma, that is, has a social
dimension... Trauma can create community... And when the
community is profoundly affected, one can speak of a damaged
social organism in almost the same way that one would speak of
a damaged body. (185, 188)
Erikson talks about communities responding to natural and technological
disasters, which leads me to speculate about "sociological" disasters. Trauma
from "sociological" disasters is produced through socially constructed policies
used to separate one human population from another and exploit the
separated population for the benefit of the privileged population: white
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supremacy is such a "disaster." Racial ostracism, enslavement, oppression,
and the vilifying of Blacks (not to mention the physical violence visited upon
Blacks) is the trauma that has created the "imagined community" that is central
to the discourse of Blackness and an integral conceptual link that ties Blacks
in South Africa and the US in more than a "romantic" and highly tenuous
"remembrance." Also, Erikson's "group culture" can be seen in the psychology
of deference that Black Power and Black Consciousness found to be of
immediate concern.
Regardless of the trauma, Blacks were quick to seek redress and
recognition from the perpetrators, much in the same way a traumatized
community seeks restitution from the perpetrator of a technological disaster
that could have been averted had not greed and insensitivity ruled. In the
case of Blacks' requesting relief from the perpetrators of white supremacist
domination, the rebuffs and unfulfilled promises led members of the
community to coalesce in a "healing incubator," forming what Erikson calls "a
cushion for pain." Anderson speaks of national plans that can be extrapolated
into individuals' conscious choice to create community. Erikson's thesis offers
a third option for creating community that is somewhat intuitive:
Persons who survive severe disasters... are not drawn together
by feelings of affection (in the unreal sense or meaning of the
term, anyway) but by a shared set of perspectives and rhythms
and moods... They look out at the world through a different lens.
And in that sense they can be said to have experienced not only
a changed sense of self and a changed way of relating to others,
but a changed worldview. (original emphasis Erikson 194)
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In other words, Erikson notes how the choice is affectively motivated.
Because the forming of a "traumatized" community differs from the methods of
formation offered by Anderson's "wanting to belong," Erikson adds, "And to
what extent does it make sense to conclude that the traumatized view of the
world conveys a wisdom that ought to be heard in its own terms" (198). The
"wisdom" of this worldview explains the use of the short story form to convey
the stories of this intense period of Black life in the US and South Africa.
Ideological Common Ground
As previously discussed, Blackness has come to mean much more than
color and, at the same time, not much more. Historically Blackness is more
than the shared experience of people of color; ideologically it is the basis of a
bond that is not rooted in blood, language, or religion. Gail Gerhart notes,
"'Black' people, in the terminology -of American radicalism, were distinguished
not by their color per se but by their oppressed condition as the outcasts of
affluent white society" (277). Similarly, Robert Fatton, talking specifically
about the South African situation contends,
Indeed the notion of 'blackness' which decisively molded the
[Black Consciousness] Movement's outlook, was embedded in
both the consequences of being black in a white supremacist
state and the realities of material exploitation derived from a
racial capitalism. As such the concept 'black' came to
encompass all of the exploited, irrespective of their
Africanness.... Being African was not a sufficient condition to
qualify as a black; to be black implied a determined antagonism
to apartheid and the political will to eradicate it. (32)
Despite the findings inferred from Darwin's "Origin of the Species" and the
specious ideas advanced by craniology, anthropology, psychology and the
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"American School of Ethnology," Blackness was not based in any "essential-
characteristics other than color (Fredrickson Arrogance 39). | n sum,
Blackness is about culture, a worldview, and a kinship in resistance.
Blackness and Freedom
Was "Freedom" as a rallying cry the same for Blacks in the US and
South Africa or were there local exigencies that caused Freedom's meaning to
change? Abolition and anti-slavery movements were articulations of the
discourse of Blackness: freedom meant white, while Black meant
enslavement. At its basest level, freedom literally meant not to be in a state of
bondage. Unfortunately, the acquisition of freedom did not negate the lack of
dignity Blacks experienced given the different machinations white supremacy
used to oppress Blacks. Whether it was the dissolution of slavery or the right
to "vote," having various "rights" conferred did not equal full personhood or
protection under the law. In a racially constricted society, whether it was the
cultural displacement and physical dislocation of Slavery, Jim Crow, separatist
British rule, or Afrikaner domination, in the case of Blacks, the individual was
not free until the group was free. In terms of a slavocracy, a "free" Black's
freedom was tenuous at best, as "free" Blacks had to carry "freedom" papers,
while in South Africa free Blacks had to carry "passes" in order to travel for
work.
Over the years, Blacks in the US have acquired various forms of
freedom. Having rid themselves of the bondage from the "peculiar institution"
and the edicts of Jim Crow segregation, Blacks were free to vote
and
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participate in the political process of the US. These same freedoms rang true
for Blacks in South Africa as the formal vestiges of apartheid were dismantled
in 1994. Irrespective of the political gains, the autonomy necessary to enjoy
freedom has yet to be reached. Blacks have risen to the highest political and
educational offices, and while many enjoy financial success, the lens of
hindsight has proven that freedom (for the many as opposed to the few) has
been a hollow victory. In sum, the panacea of "freedom" expressed as a
rhetorical axiom for unity did not, "... radically alter the material basis of
society... [and] its economic vision was still clouded but the myth of equal
opportunity, as if such a formula would automatically redress disparities of
wealth and power" (Fatton 10).
Blacks in the US and South Africa encountered the complex depths of
unity subsumed in the narrowly defined racial characteristics of skin color that
had historically characterized Blackness. Leaders pushed for freedom only to
have unaddressed issues of community derail their efforts to unify Blacks
under the banner of Blackness. Unity was a ready-made recipe when the
enemy was the easily identifiable white power structure, but with freedom,
definitions of Blackness and a new set of obstacles impeded Black efforts for
self-actualization. Equal access and opportunity, the means for self-
determination, the right to self-definition, and the end of policies designed to
inhibit Black initiative and intellect—which perpetuated Black inferiority and
subjugation—were the goals of the Black Power and Black Consciousness
Movements. However, with each victory, ideas of Blackness and unity began
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to unravel, as Blackness was no longer about pushing a certain program that
rallied the people against the oppressiveness of white rule instead the
discourse of Blackness became confused by the push/pull of unity that had
appeared in the guise of uniformity. Ideological tenets based in narrowly
focused resistance initiatives became fodder for reconsideration, and
retribution was visited upon Blacks accused of "selling out" or siding with
Whites. Gender inequity, class fissures, and the debilitating litmus test of "not
being Black enough" colored the interactions of Blacks. Likewise, individual
concerns began to press for equal time and impinged upon ideas of unity.
Ignored by political pundits, these contentious areas proved fertile ground for
creative exploration.
Black Power and Black Consciousness
What about Black Power and Black Consciousness as ideological
responses to White supremacy? Even though South Africa (the last to
independence) learned to fashion its rhetoric in "liberation," it failed to imagine
what that would entail. Gail Gerhart's Black Power in South Africa is a 20
th
century historical overview of the political processes Blacks utilized in
response to the policies enforced to erect the white supremacist regimes of
Afrikaner nationalism. Robert Fatton's Black Consciousness is a Marxist
analysis of the ideological superstructures and the material and psychic
conditions in which Black Consciousness ideology found expression. Gerhart
looks at Black Consciousness as a separate but seemingly similar articulation
of Black Power discourse, whereas Fatton's analysis stresses the
efficacy of
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Black Consciousness as a liberatory/revolutionary ideology that would bring
about the demise of the capitalist superstructure of apartheid. Roux's Time
Longer than Rope shows points of convergence and disagreement between
non-whites as they interacted with the mechanisms of industrialization,
modernity, colonization, and the push of empire. Of the three, Fatton is the
only one to tackle head on the issue of Blackness as a negative idea or
psychological component. This has more to do with Fatton's focus on
consciousness and not the workings of political processes. Roux implies the
negative factors, but does not address them specifically, whereas Gerhart, like
Fredrickson, is concerned with political processes. From a cultural
perspective, Fatton sees ideology as the cognitive bedrock upon which one's
understanding of wrong, right, and the impetus for change are developed.
Simply put, Gerhart is concerned with what transpired to bring about the Black
Consciousness Movement, and Fatton concentrates on why this ideology of
Black Consciousness was so necessary and what it meant in terms of the
people for whom it was intended.
Critics of the Black Power and Black Consciousness Movements take
issue with what they consider to be the lack of critical discourse about
liberation. Fatton notes that liberation in revolutionary terms "presupposed a
rupture with the values and ways of life of the colonizer, and an adaptation of
the African heritage to the conditions of the modern world" (4). Stokely
Carmichael and Charles Hamilton, in Black Power, see liberation as the basis
for Black Americans' claims for Black Power: "The time is long overdue for the
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black community to redefine itself, set forth new values and goals, and
organize around them... [seeing] the concept of Black Power rests on a
fundamental premise: Before a group can enter the open society, it must first
close ranks. By this we mean that group solidarity is necessary before a
group can operate effectively from a bargaining position of strength in a
pluralistic society" [original emphasis] (32, 44). Likewise Steve Biko notes
Black Consciousness was "an inward looking process" that would prove
ineffective without the means of changing the material condition of Blacks:
"Material want is bad enough, but coupled with spiritual poverty it kills. And
this latter effect is probably the one that creates mountains of obstacles in the
normal course of emancipation of the black people" (29, 28). Essentially,
Carmichael and Hamilton show liberation is only possible between groups of
equal or commensurate power, while liberation is fully articulated in Biko's
definition of "true integration:"
One does not need to plan for or actively encourage real
integration. Once the various groups within a given community
have asserted themselves to the point that mutual respect has to
be shown then you have the ingredients for a true and
meaningful integration. At the heart of true integration is the
provision for each man, each group to rise and attain the
envisioned self. Each group must be able to attain its style of
existence without encroaching on or being thwarted by another.
Out of this mutual respect for each other and complete freedom
of self-determination there will obviously arise a genuine fusion
of the life-styles of the various groups. This is true integration.
(21)
In essence, mass action lacking the associated consciousness for effective
change was not the formula for liberation. In the US, Carmichael and
Hamilton noted, "In the first place, black people have not
suffered as
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individuals, but as members of a group; therefore, liberation lies in group
action" (54). Likewise, in the context of the African diaspora, and as
independence came to the individual countries of the African continent,
participants in the All-African Peoples Conference in Accra realized, "No part
of Africa could consider itself truly free..., until every part of the continent has
been liberated" (Gerhart 207).
Black elite, middle class, and/or bourgeoisie
If trauma associated with injustice and loss are staples of Black writing,
then what about trauma associated with self-inflicted injustice, exploitation,
and loss?19 Erikson offers a way of analyzing how the lack of critical
consciousness would impact Black unity: "For one thing, these disasters (or
near disasters) often seem to force open whatever fault lines once ran silently
through the structure of the larger community, dividing it into divisive
fragments" (189). Decolonization was such an event, and Neil Lazarus's
Resistance in PostColonial African Fiction addresses its effects on African
intellectuals and writers who became disenchanted with the reality of
independence.20 As independence echoed throughout the continent, a
history of hope and heroism was actualized in the galas of the emerging nation
states; however, issues glossed over by the unifying rally cry of
"independence, freedom, and liberation" surfaced in the harsh realities of post-
independence. Lazarus blames the messianic tenor in Fanon's brilliant
theories with blinding revolutionary leaders and for opening the "fault lines"
Erikson identifies in his analysis. 21
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It [resistance movements] welcomed to its cause any anti-
colonial sentiment, on the principle that the enemy of its enemy
was its friend... The general rhetoric of anticolonialism was
reductive. It implied that there was only one struggle to be
waged, and it was a negative one: a struggle against colonialism
not a struggle for anything specific... It never paused long
enough to give its ideal of 'freedom' a content. Specificity it
implicitly rationalized, exposed the movement to the risk 'of
division. Typically, therefore, the radical anticolonial writer
tended to romanticize the resistance movement and to
underestimate—even theoretically to suppress—the dissension
within it. Their heavy emphasis on fraternalism blinded them to
the fact that within the movement there were groups and
individuals working with quite different, and often incompatible,
aspirations for the future. (Lazarus 4, 5)
The ruptures from these "fault lines" are being felt throughout the diaspora. 22
Lazarus's analysis reveals a problem that would bedevil realism in the African
and African American literary production of the 1960s through the 1980s.
Lazarus's claim that "African writers of the independence era belong
themselves to the African national bourgeoisie" (11) bears some discussion.
Lazarus, Carmichael and Hamilton, Biko, Fatton, and Gerhart each take issue
with the Black bourgeoisie or middle class being guided primarily by self-
interest. Fatton differs on the motivation, citing the colonial system which
"pushed its relatively few African graduates into the westernized petty
bourgeoisie, the ideology of promotion and climbing-up in the bourgeoisie
retarded the process of mass organization and thwarted the emergence of
African ideological militancy" (8). Carmichael and Hamilton focus on the
degree of self-loathing exponentialized by the colonial system in Blacks who
made it "out" to represent the race: "The fact is that integration, as traditionally
articulated, would abolish the black community. The fact is that what must be
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abolished is not the black community, but the dependent colonial status that
has been inflicted upon it.... No person can be healthy, complete and mature
if he must deny a part of himself (55). Gerhart turns the analysis around; she
does not ignore the bourgeoisie, instead she attributes the disjuncture
between the bourgeoisie and the masses to the "double-rootedness" of the
masses (Gerhart 28). According to Gerhart, the "double-rootedness" of the
masses was a result of many of them having recently moved from their rural
homelands to the cities in search of income. She contends the quick transition
made the Black masses unstable for political action and/or organization, as
they encountered a new wage system, a new urban and work environment,
and new laws, all of which severely altered Black South African traditions.
Finally, the lack of education or book literacy hindered Black understanding of
the "new worker" jargon expressed in Communist (CP) and Socialist Party
(SP) rhetoric.
Literacy
The idea of literacy requires further discussion. At the turn of the 20
th
century, learned Blacks were a decided minority within the Black community.
It bears noting that Blacks in both locales were swindled out of land and
money because of their inability to "read." For Blacks newly arrived in the
urban dwellings of South Africa, a sense of disorientation was exacerbated by
the new lingo. An analogous situation confronted the CP in the US as rural
Blacks forced to urban localities because of drought, disease, poor crop
yields,
and the enduring rule of Jim Crow, migrated to the cities
with little to no
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education. In both locales, Blacks ran head first into the hardships of
institutionalized racism. Likewise, educated Blacks were originally swayed by
the promise of racial equality espoused by CP and SP advocates; however, as
they experienced prejudice within the ranks, educated Blacks began to
distance themselves from the CP and SP. Also, Marxist and Socialist
ideology, based in abstractions like class struggle, modes of production, and
the proletariat, shed little light on a starving man's situation, when his
economic situation is predicated upon a class structure based on color.
Discussion
In South Africa and the US, Blacks have never been a monolithic group,
as different strata of class, education, religion, and political affiliations make
the nexus of race relations even more problematic. The problem of the Black
middle class being motivated by self-interest is the basis of the "model"
Lazarus forwards in his analysis. In terms of this study, none of the writers
would "fit" the model of disassociated middle class/bourgeoisie. Although the
product of a "privileged" background, Ndebele's fiction spurns the association
and shows how rife with contradictions this "class" is beset. Ndebele
thoroughly interrogates this theme in "Music of the Violin," where he shows
how the tensions of the bourgeois add to the distance between the educated
and the masses and causes the masses to be displeased with the ruling elite.
Conversely, Sindiwe Magona comes from very humble beginnings, so she
does not "fit" the model per se. Although she would later become "educated,"
her education increased the resonant power in her authorial voice as she
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expressed the concerns of the silenced (predominantly female) domestic
workers of South Africa. In fact, the first body of stories in Living, Loving and
Lying Awake at Night reveal disillusionment, not with the Black elite, but with
the exploitation of Black women domestics by white women23.
In the US, although educated and well traveled, Toni Cade Bambara's
path was somewhat similar to Magona's in that she was always part of her
surrounding community, by virtue of her economic status. Her story "The
Lesson" critically engages the conflicts of class through the eyes of the young
protagonist/narrator. Bambara constantly reveals the exploitation of the Black
underclass and takes special care to link this exploitation to the worldwide
exploitation of people of color especially in the title story "The Sea Birds Are
Still Alive." By contrast, Henry Dumas was educated and raised in the rural
South before moving North. His attention to the ethos of the Black past, while
maintaining the "cultural integrity of the Black idiom" muted class differences.
This attention is especially marked in "Will the Circle Be Unbroken," "Ark of
Bones" and "Echo Tree." More than anything, the poverty of Black life
rendered class distinctions moot; however, in "Strike and Fade," Black
participation (in revolutionary riots) demanded acquiescence on class matters.
In "Boll of Roses," Dumas dabbles in class issues where homogeneity is
interrupted by geographical and economic differences. All four of these writers
may have had middle class aspirations, but their creative works shed light on
this tension, and their unique position as writers (and human beings)
traversing this schism through critical and creative interrogations, serve
as a
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source of great insight. It is their brilliant depiction of characters and the
community at large that reveal the nuance lacking from stereotypical white
literary representations and Black ideological definitions of Blackness.24
Conclusion
As a counter discourse, issues of community were silenced for the
greater good of unity. The rhetoric of freedom left gaping holes in the political
programs, which in turn left Black leaders susceptible to the lure of self-
interested gain. Coupled with the sense of disillusionment felt by Africans
after independence and the sense of disillusionment Blacks felt after the
assassination of Dr. Martin Luther King, Jr., one gets a better understanding of
the context from which most Black writers addressed the "state of affairs" in
which they found themselves. For Dumas, Bambara, Ndebele, and Magona,
literature provided the most viable vehicle for addressing the contradictions,
confusion, and conflicts of Blackness. Their collections, Dumas's Ark of
Bones and Rope of Wind
,
Bambara's The Sea Birds Are Still Alive and Gorilla
My Love, Ndebele's Fools, and Magona's Living Loving and Lying Awake at
Night and Push! Push! get at the crux of this conflict in community.
Collectively, they provide space to consider the issues plaguing Black life that
were rendered unintelligible in resistance rhetoric and marginalized by
numerous ideological programs.
In this chapter we have traced the evolution of Blackness as an
ontological sign and as a discourse that Blacks used to subvert the master
narrative of white supremacy. While no "essential" elements to Blackness are
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evident, this discussion helps us understand the process by which Blacks
came to reclaim and complicate Blackness. Also, having discussed the
formation of an imagined community that coalesces as a result of the trauma
of "living Black" and struggles against the racial domination of white
supremacy helps us understand how the short story form, as a form of fiction
that resists its own "othering," parallels the process by which Blackness resists
its own "othering" at the hands of white supremacy's master narrative. Each
conversation is integral to understanding the process by which Blackness
resists its own "othering" and inserts itself into the discourse in order to render
a more intelligible definition of the self. That said, let us turn our attention to
the short story: the resistant form.
Endnotes
1 David Myles Jones's "A 'New Breed' of Black Consciousness: Re-
Reading Gender, Ideology, and Generational Change in Neo-Black Literature
and Criticism, 1965—1975." Ph.D. Minnesota (2000) dissertation on the
evolution of the US's critical discourse on Blackness addresses the issue quite
well. Jones's dissertation is a comprehensive examination of a term he
borrows from Sherley Anne Williams: "Neo-Black Consciousness," which he
sees culminating in the US between 1965-1975. His work is incredibly
informative in helping scholars like myself, who were "raised" by conscious
participants, revisit the era and participate in chronicling its achievements and
setbacks, while coming to understand the behind the scenes action of this
exhilarating and highly productive era known as Black Power and Black
Consciousness. Besides the obvious difference between Jones's and my own
dissertation, I am impressed by his effort to provide a context for the cultural,
aesthetic, political, and social revolution he calis "new-black consciousness."
However, what he considers as neo-black consciousness, which he contends
is part of a larger diasporic consciousness, Jones only pays cursory attention
to any other manifestations of the larger community of consciousness. While I
may only concentrate on two examples of the larger community, I believe the
two I examine reflect the majority of the issues that befell Black interaction.
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2 This is my attempt to engage an issue that threatens Black viability
seeing had not the "community" demanded the need for Black instructors and
curricula that addressed issues of Blackness in our society, we would not beWe have fallen into a trap by being myopic in our vision of "Blackness" that we
have spent the last 20 years ignoring the hybridity of Blackness, not learning
from each other's mistakes/achievements throughout the diaspora, and in
essence losing touch with the ever-evolving concept of the Black community.
3 In this study, I make a differentiation between the discourse by
Whites about Blackness, which is demeaning, and the discourse of Blackness,
by Blacks, which is a (creative) counter-discourse. This may not seem
important, but in light of the white supremacy's discourse about Blackness, it
serves as the basis for Blacks' legitimate claims for self-definition.
4 A similar claim is made in Ellison's Prologue to Invisible Man
, during
his "Blackness of Blackness" frame and Senghor's quote that serves as this
chapter's epigraph.
5 Robert Fatton suggests that "The new African spirit welded individual
wills into an organic whole and it expressed the corporate nature of communal
life. Such spirit was embedded in the conviction that historical forces were
inevitably leading to self-realization, freedom, and harmony; the individual was
absorbed into the organic whole and his will became inseparable from the will
of the collectivity. Not surprisingly, Africanists were ideologically opposed to
European bourgeois individualism" (6).
6 The lineage of Black critical discourse about Blackness needs to be
traced in the burgeoning newspaper, magazine, and journal tradition that took
root shortly after the discovery of gold and diamonds in South Africa. A study
of the critical discourse is forthcoming upon completion of this dissertation.
7 Also, Fredrickson notes the revolutionary fervor of the Christian or
mission educated is evidenced in the spate of literature on Black Theology that
fostered a critical base for antagonisms against white rule.
8 Unfortunately, I am not free of the confusion such language fosters,
but I do make the distinction of the arguing for the cultural link, not the racial
link, while using the racialized term "Black."
9 Individual members, communities, and/or nations of this "imagined
community" may not be "consciously" aware of or in contact with the other
members of this shared collective. One gets a greater understanding of this
collective self (i.e. imagined community) coming together as a "culture of
resistance which is a collection of individuals coalescing into a community
(based in consciousness, a desire for change, and/or action to facilitate the
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actualization of change) that stands against white domination. The upcoming
discussion of healing incubators and traumatized communities by Erikson
further clarifies this idea.
10 This is due in part to the idea (in African ontology) that a schism
does not exist between the various disciplines of knowledge or the self/other
paradigm in the various stages of its articulation. As Fanon points out in
contrast to Memmi, the idea of Blackness as creative, synthesis or hybridity is
based on the idea that Blackenss goes through the stages of what I call the
"politics of creation," having gone through the stages of self-definition 1st in
opposition, 2nd to wanting to be or have that which the "oppressor"
possesses, to finally seeing self not in opposition but "liberated" in the sense
that the self is actualized/realized in and of itself with all its foibles,
weaknesses, and strengths. In the Pedagogy of the Oppressed Freire builds
upon Fanon's theory and explains why we do what we do in academia with
regards to moving from "resisting" in opposition to recognizing the creative
impulse (jazz, blues, and gospel to name a few, all of which are forms of
innovative' improvisation based in the concept of "signifying") that as you so
aptly stated is "Blackness."
11 Although whiteness is fixed on a sliding scale that incorporates
Whites into Whiteness, the recent trend concerning Blackness has been to
exclude as many people from the category as possible. This is particularly
salient, given the recent discussions about the decreasing number of Whites in
the US and the decision to stop the use of "minority" in contemporary socio-
political discourse.
12 Henry Louis Gates's The Signifying Monkey (1988) asserts the
indeterminacy of Blackness as a literary and ontological sign. Granted Gates
is talking about Black language and the text of Black Literature, one could
easily surmise that the converse is true. Likewise, Ellison's text on the
"Blackness of Blackness" helps to forward the indeterminacy thesis.
13 Oddly enough, Blackness/Black identity is rendered moot with the
new discourse of nationality or ethnicity which subsumes the socially
constructed markers of race and creates greater strife and exclusivism as
African American represents someone of African ancestry who is a citizen of
the US, but not inclusive for an "African" who lives in the US. It also excludes
Afro-Caribbeans and Europeans as the moniker African American, with or
without the minus sign, is exclusive whereas Black is inclusive as an identity.
14 This is not to ignore the creation of communities that coalesced
along trauma line and created what Erikson calls "incubators of pain," or the
creation of new communities that were forced together by circumstance.
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15 Being "invited" offsets the idea forwarded by scholars like Werner
Sollors who question how social ties were able to expand beyond the
traditional forms of association attributed to being birthed into socio-political
networks. With the expansion of the nation, the socio-political apparatus
needed at home to sustain the growth of the Empire abroad demanded a
stronger ideological base. Fostered by oral and print rhetoric, this base
created kinship between Europeans that had heretofore been non-existent
For more, see Hollinger, Taylor, and Blaut.
16 Carmichael's famous words "Black Power" resonate in the demands
of the Black Consciousness movement in South Africa. Cliches like "Black
man you are on your own", "Black is beautiful," "End Apartheid," and "divest
right now," and the singing of "We shall overcome" (anthem of the Civil Rights
Movement) and "Nkosi Sikeleli-Africa" (anthem of the ANC) are examples of
"unisonance" that conjoined Blacks in South Africa, Blacks in the US, and
Blacks together from both locales.
17 In 1905, the South African Native Affairs Commission legalized
segregation and the color bar was erected with the Mine and Works Act
(1911). Here is a sample of the many laws enacted in the 20th century: Native
Affairs Act 1920, Native Taxation and Development Act 1922, Colour Bar Act
1926, Native Administration Act 1927, Native Service Contract Act 1932,
Hertzog Bill 1936, Prohibition of Mixed Marriages Act 1949, Population
Registration and Group Areas Act 1950, Bantu Authorities Act 1952,
Reservation of Separate Amenities Act 1953, and the Bantu Education Act
1959.
18 The remainder of the quote follows:
"No it only makes sense to insist that trauma can issue from a
sustained exposure to battle as well as from a moment of
numbing sock, from a continuing patterns of abuse as well as
from a single searing assault, from a period of severe attenuation
and erosion as well as from a sudden flash of fear" Erikson 185.
19 This may sound as if I am contradicting myself, given my earlier
discussion of traumatized communities. In essence, the totalizing identity of
Blackness created serious problems for Blacks once "freedom" was realized.
20 Lazarus' analysis supports his argument for Ayi Kwei Armah's work
as an example of one writer whose novels attempt to escape the morass of
despair only to reflect, "the determinate collapse of the ideological formation
within which it assumes meaning. The failures of the novel are in fact
indicative of this larger—and essentially sociohistorical collapse" (x).
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21 Lazarus suggests that Fanon's analysis requires a "reconstructs
reading." It is understandable that the call to revolution wasNearly heart inthe prescient words of Fanon, but Fanon merely laid the groundwork his work
was a stepping-stone. If fault is to be assigned then fault is with those who
coming after Fanon, failed to question the efficacy of his theories One person
cannot consider every aspect (strengths and weaknesses) of an ideological
position. a
22 While I do assert Blacks were victimized by the racial policies of
South Africa and the US, one is not to confuse this argument with an assertion
of Blacks being "victims." Blacks are a great many things, but they are not
victims, as they assert their humanity and their right to self-definition. Dumas,
Bambara, Ndebele, and Magona confirm nothing could be further from the
truth.
23 It bears noting that Magona would thoroughly assail class conflicts
within the Black community in her second short story collection: Push! Push!.
24 Lazarus, noting the centrality of Fanon's theories to Black liberation
ideology, talks about the cooption of the small Black middle class, made up of
the educated elite. In the US, this small group, who unwittingly served as a
buffer during the late 19th and early 20th century, resented being wrongfully
excluded from mainstream society seeing they had attained "culture" via
education and refinement. Likewise, on the continent, the Black educated
elite sought to replace the powers that be and "African nationalist parties
assumed government at independence, and, as Fanon had predicted,
proceeded to consolidate their positions and enrich themselves at the expense
of their communities at large" (Lazarus 10). This matter is addressed in
Ndebele's title story "Fools," as the elder teacher/leader Zamani takes
advantage of his position when he rapes, Mimi, the sister of Zani. In this
manner, independence resembled US integration, and while a certain level of
mingling occurred, a radical restructuring of society did not happen. It is odd
that the Black middle class in both situations saw themselves as representing
the "voice of revolution" by giving utterance to some of the issues that
bedeviled Black folk; however, the bitter irony is self-interest ruled their
behavior once freedom was realized.
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CHAPTER 4
THE SHORT STORY: THE RESISTANT FORM
Stories have always been told; probably it was the first kind of
literary self-expression, if you can call it that, that existed on
earth. It's what you tell a child to go to sleep; and to adults to
make them wake up a little later. (Shirley Hazzard 96)
Introduction
I have discussed Blackness as an ontological and literary sign; I have
discussed the ideological relationship between Blacks in the US and South
Africa that is forged in the "imagined community of Blackness;" and I have
discussed the legacy inherent in the idea of "essential" differences existing
between people based on skin color and the impact "living Black" has had on
the lives of Blacks in South Africa and the US. It is now time to turn my
attention to the short story as the resistant form. Some of the questions
addressed include the following: Are there "essential" differences in genres of
fictional prose? How does one of the oldest storytelling forms become a
lesser or "minor" form? If the novel inhabits the space of "normalcy" and
represents the "familiar form," then how does "otherness" find expression?
Finally, what makes the short story "the resistant form?"
There are few, if any comparative studies of the short story's strengths
or weaknesses; consequently the literature reviewed is American-centered
(the attention afforded the short story in South Africa is miniscule in
comparison to the critical attention paid to the novel). As a literary form, the
short story found fertile soil for expansion of its literary frontiers in the US and
South Africa. Evolving along similar lines, this malleable form adapted well to
102
telling stories that countered the "official" record of white supremacy. While
the short story is closely related to the oral storytelling tradition, it was the last
form to be embraced in the written form, by Black writers in South Africa and
the US.1 This oft-maligned form is rich with cultural insights and evidence of
the "ordinary" in everyday life. All in all, crafting lyrical elements into a
coherent narrative structure, based in storytelling, are the staple elements of
the form. This is not to say poetry lacks narrative structure and does not "tell a
story," nor am I saying lyrical elements cannot be found in the novel. What I
am saying is the short story's base elements can be found in the lyrical
distillation of a story. A review of the literature shows a concern with
boundaries and definitions. In many ways, writers have defied the limits of the
form and used them to their advantage. Critics agree that the short story form,
for all of its fortes or faults and whether it is seen as an open and inclusive or
closed and exclusive form, is the epitome of the resistant form.
Edgar Allan Poe
Poe casts a considerable shadow over short story criticism, and it is
virtually impossible to talk about the short story without Poe. In fact, Poe
serves as a touchstone for critics, and all critical discussions about the short
story can be broken down into five strands of thought: Poedians,
Oppositionalists, Lyricists, Discretens, and Worldviewers. The Poedians
adamantly uphold or attack Poe's 19th century definition. Lyricists contend
that the oldest fictional prose form, which gave birth to the modern short story,
is more akin to poetry and drama. There are the Discretens who argue that
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the best way to understand the short story form is to study it within the context
of an historical period, which upholds their view that the short story form is a
discrete genre of fiction in its own right. Oppositionalists contend that the
novel is the worthy standard of judgment for fictional prose against which the
short story stands in woeful comparison. Also, critics using a variation of the
oppositional stance identify differences of perspective in the short story and
trace the evolution of modern fictional prose with the rise of the middle class,
but first I will address Edgar Allan Poe's comments on Nathaniel Hawthorne's
Twice Told Tales
,
which serve as a benchmark for short story criticism.
Yes, Poe defines the short story in counterdistinction to the novel, and
critics, many of whom are addressed in this chapter, consider Poe's definition
to be formulaic, but in my reading of Poe's review of Hawthorne I find it to be
hardly formulaic. In relating aspects of the short story to poetry, Poe lists the
following criteria to be integral for a "good short story": originality, unity of
effect/impression, intensity, and the totality of the short story. Also, he notes
its ability to reveal truth and compactness or ability to "tell" the story in
anywhere from 30 minutes to 2 hours because, "Every word tells, and there is
not a word which does not tell" (59). Accordingly, the short story is driven by,
"a certain unique or single effect to be wrought out" (Poe 59). In other words,
Poe sees the form having the propensity to "move" the reader's soul (59).
Critics such as Eileen Baldeshwiler, Allan Pasco, James Cooper
Lawrence, Robert Marler, Julio Cortazar, Charles May, Brander Matthews, and
Suzanne Ferguson, cite "brevity" as the most important aspect of the form, but
104
I consider this a misread. From my own reading,
"originality" seemed to be the
quality on which Poe placed the greatest emphasis. Poe begins and ends his
conversation noting "originality" in Hawthorne's
"peculiar ability" to take the
"common-place" and make it extraordinary. Leonard Cassuto in Edgar Allan
Poe: Literary Theory and Criticism (1999) asserts Poe demanded precision,
not brevity. Also, Cassuto suggests that Poe and the writers of his generation
were torn between tradition and modernity, in that American writers were
trying to forge a national literature, but were fascinated with British writers and
their style, which many considered the "standard" for Literature. Cassuto
contends Poe was constrained by a new market in an evolving nation-state
that was working desperately to fashion an identity different from England's.
England had a firm hold on the novel as a fictional form, so Americans used
the short story to bolster its national identity. Editors, like Poe, had writers in
what Cassuto calls a "Catch-22": "their work could get published if they were
popular [but] they could become popular only if their work were published" (vi).
Cassuto sees the tension in Poe's "[call] for 'newness' while wearing old
clothes," as the conflict of innovation colliding with the "proven formula" for
success (vii). For Henry Dumas, Toni Cade Bambara, Njabulo Ndebele, and
Sindiwe Magona, the Catch-22 was escaping the confines of convention,
prejudicial attitudes, and internal concepts of unity, while finding new spaces
for exploring the richness of "Black life:" hence the short story form.
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The Politics of Creation
A discussion of the genre's critical literature will show how the short
story moves through the "Politics of Creation." Briefly, the "Politics of
Creation" is summed up in the evolution of the short story as a literary genre of
fictional prose: the "othering" of the short story opposite the novel; its
subsequent minimization or devaluation as a "lesser" genre in comparison to
the novel; and, because of its marginalization, the different worldview the short
story represents as it is traverses and transgresses the thin line between fact
and fiction, resistance and adaptation, and imitation and revision. Finally, as it
moves towards a transformative self-definition that results in liberation, the
short story is seen as a discrete form in its own right. The short story's
process parallels the way Blackness was created as the antithesis of
"whiteness" and reveals connections inherent in both as social constructs
conferred with "minority" status. In American literature, the short story form
goes through a similar process. After gaining independence from England,
American writers wrote with an eye on their European counterparts. As the
new nation lurched westward, an American style began with the works of
William Cullen Bryant, Washington Irving, James Fenimore Cooper, Ralph
Waldo Emerson, Henry Thoreau, and countless political tracts in the fledgling
American newspaper industry. Nevertheless, imitation still ruled. In the mid-
19 th century, writers mounted an effort to define American literature not in
counter-distinction to their literary forbearers, English literature, but
as a
corpus of work that spoke about the American experience. In fact,
American
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literature spent the first 100-200 years of its existence lurking in the formidable
shadow of English literature. By the 20th century, the angst had been quashed
and an American literary identity began to flourish. It would soon assume the
lead as the "standard" for Literature.2 Regarding short story criticism, the
process of creation is evident in the literature reviewed and comes together
with the help of Northrop Frye's "Myth and Metaphor," Gilles Deleuze and Felix
Guattari's "What is a Minor Literature," Frank O'Connor's "A Lonely Voice,"
and Charles May's "The Nature of Knowledge in Short Fiction," as each
addresses in part the chapter's opening queries with respect to the short story.
Before we address these influential critiques, let us review the literature that
has shaped the literary landscape of short story criticism.
Literature Review: Critical Conversations
Brander Matthews speaks to the evils of imitation in short story writing
at the turn of the 20th century. In "The Philosophy of the Short Story" (1902),
he distinguishes between stories written by pretenders that are short and
those written by craftsmen that embrace the qualities of "unity and impression"
through the artful use of "compression, originality, ingenuity... and [a] touch of
fantasy" (Matthews 52, 3, 5). In other words, Matthews recognizes the trend
of telling a story in writing and the art of storytelling. For Matthews the latter is
discerned by adding a hyphen and a capital letter. Matthews admonished
writers' whose fascination with style proved detrimental to the genre: "Those
who hold, with a certain American novelist, that it is no matter what you have
to say, but only how you say it, need not attempt the Short-story; for the Short-
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story, far more than the novel even, demands a subject. The Short-story is
nothing if there is no story to tell" (55). It is the form's capacity to integrate the
best of other genres that provides its distinctive "hybrid" nature. Hybridity
works well with this study; in spite of clashes between modernity and tradition,
Black writing in South Africa and the US meld two distinct traditions into a new
form that reflects the dual (and sometimes dueling) nature of Black writing.
3
The concept of hybridity is extended in B. M. Ejxenbaum's "0. Henry
and the Theory of the Short Story" (1925). He notes the short story's growth
parallels the US's drive to expand its frontiers and reshape the borders of the
burgeoning nation, while taming the land and its "othered" inhabitants.
Crediting Poe for fostering critical analysis of the genre, he identifies how
differences in narrative movement translate into differences of perspectives:
"In the novel there must be a descent of some kind after the culmination point,
whereas it is most natural for a story to come to a peak and stay there. The
novel is the long walk through various localities with a peaceful return trip
assumed; the short story—a climb up a mountain the aim of which is a view
from on high" (Ejxenbaum 82). Albert Moravio amplifies Ejxenbaum's
metaphor in his abbreviated "The Short Story and The Novel" (1969), where
he notes the "telescopic view" of the short story, "gets its complexity from life
and not from the orchestration of some kind of ideology..." (151). The depth of
the "view" comes from the genre's intensity and diversity. In sum, the "view" is
the reward; it bears noting, reading the short story form brings to the reader a
certain level of uncertainty and it demands vulnerability, as one must open
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themselves to the story, which, like a "view," has the capacity to "move" a
reader's soul (Poe 59).4
Continuing with the "view" analogy, Julio Cortazar's "Some Aspects of
the Short Story" (originally published in 1971 and translated in 1982) insists on
the split with the novel to understand why the short story, like "a successful
photo presupposes a circumscribed limitation, imposed in part by the reduced
field which the camera captures and also by the way in which the
photographer uses the limitation esthetically" (246). Cortazar's analogy reflects
the paradox of the form, "that of cutting off a fragment of reality, giving it
certain limits, but in such a way that this segment acts like an explosion which
fully opens a much more ample reality, like a dynamic vision which spiritually
transcends the space reached by the camera" (246). Taking Cortazar's
analogy one step further, William Carver adds, "what creates tension in a
piece of fiction is partly the way concrete words are linked together to make up
the visible action of the story. But it's also the things that are left out, that are
implied, the landscape, just under the smooth but sometimes broken and
unsettled surface of things" (277). Cortazar and Carver's observations bring to
light writer's taking advantage of the form's limits. Dumas, Bambara, Ndebele,
and Magona are adept at taking advantage of the form's limitations in order to
heighten the intensity and/or tension of their "urgent tellings."
Keeping our attention on the idea of intensity, Suzanne Ferguson's
"Defining the Short Story: Impressionism and Form" (1982) notes the
"essential" difference between the novel and the short story. Given the
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condensation of content (seeing the form forces the writer to deliberately omit
information) she concludes that "impressionism," as a mode of amplification,
provides a better "vantage point" for interpreting the short story's strengths and
makes up for the non-fit of some of the fictional techniques it borrows from
other genres. According to Ferguson, "impressionism" is the essential
element of the short story and what sets it apart from other fictional forms. All
in all, like chapter one's discussion about the "essential" nature of Blacks, her
analysis advocates the "essential" nature of the short story form.
5
Allan Pasco's "On Defining Short Stories" (1991) takes a different route
to assert the "essentialness" of the short story form. He insists, if there are
archetypes in the mythology of man, then the same is true for the short story.
Taking Matthew Arnold's adage that there are intrinsic qualities accentuated
by the epoch (time) and environment (culture), Pasco adds "[t]he short story
genre has a central identifiable set of characteristics which each age and each
author deploys in different ways and with different variables" (1 15).6 Focusing
on "common" characteristics of fiction instead of categories based on
exclusion, Pasco offers the following, "If, then, one is justified in pulling short
stories from the vast sea of narrations, the following definition might be
advanced: a short story is a short, literary prose fiction" [Original emphasis]
(118). After considering each term, Pasco opts for Poe's "one-sitting rule,"
showing how it puts into motion the form's unity, purpose, and effect. Within
the confines of Cortazar's "snapshot," Gordimer's "flash," and Ejxenbaum and
Moravio's "view" Pasco recognizes, "... [f)or a short story to succeed, the
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author must overcome the restraints of limited length and communicate not a
segment or tattered fragment, but a world" (127). The form is not diminished
by the story not being told exactly as it happened, seeing the measure for
recognizing "storyness" relies on "whether it is done artistically" (Pasco 120).
The short story is open to any topic, any material. Whether one
admits a particular work to the short story genre is open to
discussion, but the deciding factor is usually not the presence or
absence of a saint or supernatural events, but rather the artistry
in the creation of a reality whose existence depends primarily
upon the text in question. (121)
Again, the conflict between the fanciful use of imagination to tell the story and
the growing adherence to realism, as the basis or criteria for judging the merit
of the short story form with respect to the novel and the validity of its
representations, is attributable to the short story form's marginalization.
In sum, the "essential" nature of the Impressionism arguments of
Baldeshwiler, Ferguson, and Pasco are similar to the aesthetic arguments that
disparaged Black writers in the 20th century. It stood to reason that Black
subjects did not have the "universal" appeal (for a predominantly white
readership), which led to the logical conclusion that literary works produced by
Blacks were inherently inferior. The disdain held by white American and South
African critics for Black writing led to the creation of aesthetic standards to
offset denigrating gaze of white supremacy towards Black writing. In other
words, it did not matter to the gatekeepers of the literary mainstream if the
Black writer's work had any creative merit, what mattered was maintaining the
purity of the master narrative (story) and the Tightness of their standards as the
"Standard.'?
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Reader "Contract"
Despite criticism deriding the formulaic nature of short stories, Eudora
Welty addresses the formulaic quality of reading short stories in "The Reading
and Writing of Short Stories" (1949) and warns critics not to cross the "Great
Divide" (161) between analysis that helps us "see things in large wholes and in
subtle relationships we should be only stupid not to investigate" and analysis
that is "ingrown and tedious" and tells readers "how" they should understand a
text (161). Welty reprimands critics who take the "enjoyment" out of reading:
Could it be that one who carps at difficulties in a writer, at
infringement of the rules and lack of performance of duty, fails to
take note of beauty? And fails to see straight off that beauty
springs from deviation, from desire not to comply but to act
inevitably, as long as truth is in sight, whatever that inevitably
may mean? (176)
Welty's vision for reading short stories may be romantic or "fantastic," but that
is exactly the point. The short story form, especially in the hands of
"conscious" artists, implores its readers to "open their eyes and mind" in order
to see the story "all fresh and new" (163). Finally, recalling Ejxenbaum,
Moravio, and Cortazar's "view," she advocates "open readings" of the short
story that invite the reader to engage in perspectives that are off "the worn
path." If the writer is immersed in the art of storytelling, then the story cannot
be static, for it is "living in the art of becoming: A story is not the same
thing
when it ends that it was when it began. Something happens-the
writing of it.
It becomes. And as a story becomes, I believe we as readers
understand by
becoming too—by enjoying" (Welty 162).
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Using Ejxenbaum's idea that the "novel and short story are antagonistic
and cannot co-exist" (158) as a starting point, Graham Good's "Notes on the
Novella" (1977) analysis brings to light the charge that the short story is
associated with fantasy, while the novel, a fictional form, is associated with
realism. This distinction is important and is part of Wendell V. Harris's "Vision
and Form: The English Novel and the Emergence of the Short Story" (1975)
where he notes how history tended to neglect anything outside the scope of
what it deemed "normalcy." History's function was the factual recording of the
times, while the novel reflected the values of the growing middle class. The
rising middle class and nationalist consciousness, already saddled with the
ideological baggage of capitalism, racism, and sexism, found a ready form in
the novel; however, the subject of the "outsider" demanded a new vehicle:
[t]he short story is indeed the natural vehicle for presentation of
the outsider, but also for the moment whose intensity makes it
seem outside the ordinary stream of time, or the scenes whose
significance is ousted from our ordinary range of experience. ...
Whereas in the novel the significance of events is defined over
time, in the short story the significance is, implicitly or explicitly,
immediate. (188)
With the new nation's expansionist impulse, the short story proved well-suited
for writers who "were clear that another sort of vision had value, that the
expression of that vision was the task of the short story, and that the
legitimacy of that aim and that form was still largely unrecognized" (Harris 189).
In 1950, Elizabeth Bowen's The Faber Book of Modern Short Stories
points out how the short story, "has come into being through a disposition to
see life in a certain way" (256). Putting a spin on Poe's "single effect"
idea,
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Bowen's "necessariness" thesis moves the writer's onus from "intention" or
striking the reader a certain way, to "telling" the urgent story. In other words,
the writer's duty is to tell the story of the "impression or perception pressing
enough, acute enough to have made the writer write.
. . The necessary subject
dictates its own relevance" [Original emphasis] (260). Echoing Matthews,
Bowen feels that the writer "has an absolute liberty of choice" (57), but for
Bowen the distinction between fact and fancy is negligible because "fancy has
an authority reason cannot challenge" (261). "Fact and fancy" are parallel
versions of the imagination and should conspire together to create a world that
is equally enchanting, for both are "imaginative constructs" given the fact that
"a fantasy completely discontinuous with its social context would be impossible
to write: nobody's mind is capable of getting so detached from its social milieu"
(Frye 4). It would be difficult to suggest that Black writers did not "imaginatively
create worlds" that were both fact based and equally enchanting. In the
discourse about Blackness, if history served as the depository of facts, then
the relationship between story and history warrants a closer look.
Northrop Frye's "The Koine of Myth" is a candid look at story's function
in the memory of man and its incestuous relationship with history:
... to me myth always means, first and primarily, mythos, story,
plot, narrative. The words story and history were originally
identical, but they are now distinguished, and the word story
seems to lie along an axis extending from history to fantasy. In
theory, we have at one extreme the 'pure' history which is all 'true'
At the other extreme, we have stories that are not intended to
possess 'truth,' but are 'just stories,' which may be fantastic
enough to be improbable ... [Original emphasis] (Frye 3)
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His thesis hinges on the interrelatedness of myth and metaphor, story and
history and the "contradictory" messages relayed by both. He dispels the
notion that history is an objective enterprise of fact gathering based in truth:8
Obviously, such extremes do not exist. The most pedestrian
history must not only select its material, it must also have some
principle of selection. So, a form-content type of distinction
arises between the historian's sources and whatever it is that
enables him to arrange what he finds there into a sequential
narrative. This sequential narrative, which is not present in the
non-verbal events themselves, is his mythos... A myth in nearly
all of its senses, is a narrative that suggests two inconsistent
responses: first, 'this is what is said to have happened,' and 'this
almost certainly is not what happened, at least in precisely the
way it is described.' [Original emphasis] (3-4)
With the age of writing, history became the preferred medium for passing on
the stories "the community needed to know" (Frye 6). History is dominated by
events, while fiction is dominated by images. History's "truth" is based in facts
that corroborate the validity of the history's "mythos," while the short story
explores "discrete moment(s) of truth" (Gordimer 180) that are corroborated
imaginatively within the fictional world of its "mythos." In telling a story a
beginning and an end appear and "... turns into something for which some
visual metaphor, like Derrida's own term ecriture, expanded, as he expands it,
from writing to any visualizable system of meaning, is what seems
appropriate" (original emphasis, Frye 9). In sum, mythos consists of a system
of signs (symbols, allusions, parables, lore etc.) that carry meaning on multiple
levels. Finally, he connects mythos and metaphor.
At this stage it becomes clear that myth is inseparable from
another verbal phenomenon, the metaphor . . . There is, or
seems to be, an assertion that A is B, along with an undercurrent
of significance that tells us that A is obviously not B, and nobody
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but a fool could imagine that it was.
.
.
. Metaphor then
suggests a state of things in which there is no sharp or
consistent distinction between subject and object That is a
metaphorical statement is not so much an assertion that A is B
as an annihilation of the space separating A and B;. ... (Frye 7)
As negatives, Blackness and the short story have been metaphorically linked
with negation: "the metaphor is counter-logical and the myth is counter-
historical" (Frye 8). The same is true of Blackness and the short story, as they
have come to "suggest a state" of inferiority: hence the "annihilation of the
space separating" Blackness, the short story, and negation.
In short, Frye explains how the distance between story and history and
the black/white dichotomies have been forged over roughly the same time
period.9 Given the recent scholarship discrediting the mythos of white
supremacy, Frye's words are important and underscore arguments for Blacks'
contributing to the development of South Africa and the US. In short, "what is
said to have happened" with respect to history's contributions in the discourse
about Blackness, is more "mythos" than "history," but that is another argument.
In "The Flash of Fireflies" (1963), Nadine Gordimer's instructive words
serve as a creative call to arms for using the short story as the vehicle for her
"urgent tellings." Identifying the short story's flexibility and knack for revealing,
"discrete moment(s) of truth...—not the moment of truth, because the short
story doesn't deal in cumulatives," Gordimer contends,
The short story is a fragmented and restless form, a matter of hit
or miss, and it is perhaps for this reason that it suits modern
consciousness—which seems best expressed as flashes of
fearful insight alternating with near-hypnotic states
of
indifference. (180-181)
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The "flashes" captured in the short story represent a reality that eludes the
novel: the here and now. Henry Petrakis takes the idea of "intensity" based in
what Gordimer calls the "modern consciousness" and notes how short story
writers "... have a special and delicate skill, the ability to pick up just the right
nexus, the right situation which will illuminate the patch of the universe that
they want to explore" (102). Short story writers "trained in the discipline of the
incident and revelation" will not spend a great deal of the reader's time and
attention with "trivialities" that do not forward or unify the story (Petrakis 106).
Petrakis using Poe's mantra ("Every word tells. . . ") explains why short story
writing is such an exacting form. The form's signature is its piercing intensity
which, according to Petrakis, allows it to "zero in" on a "selected incident at a
given time and at a given place" (100). In essence, it is a result of the form's
intensity, which causes John Cheever to note, "The short story is a particularly
acute form with a very intense emotional spectrum. This is its only life" (105).
Poe can be heard in the responses to the popular lament "that nothing
happens" in the modern short story. Mary Rohrberger's "The Short Story: a
Proposed Definition" challenges this fallacy seeing a writer's mastery of the
form reveals, "As in the metaphysical view, reality lies behind the ordinary
world of appearances, so in the short story, meaning lies beneath the surface
of the narrative" (81). A. L. Bader's "The Structure of the Modern Short Story"
contends that the reader's reliance on formulaic reading patterns explains why
stories are "senseless" when in reality "what is frequently taken to be lack of
structure is the result of various changes in technique" (1 1 0). Bader integrates
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the reader into the story, and places the burden on the reader's unwillingness
to accept the unpredictable nature of the short story:
. .
To suggest, to hint, to imply, but not to state directly or openlv-
this is a favored technique. [In essence] the reader must supply the
missing parts of the traditional plot in many modern stories. (110)
It is necessary to address the concept of the reader "contract" Bader refers to
in the aforementioned quote and the form's tendency to breach said contract.
W. S. Penn's "The Tale as Genre in Short Fiction" (1981) improves our
understanding of the contract the short story elicits between the reader, the
writer, and the text—which are summed up in the phenomena of reading as
"cultural cognition. "10 The dissonance (expressed as disorientation or
distaste) many critics and readers feel towards Black writing is a function of
the text's "poetic persona, the enunciative position, the narrative posture, and
the linear (or lack thereof) historical ground" of the text's elements. 11 Penn
asserts these aspects of the form inform our internal dialogue with the text and
help us determine the readability of the narrative (the reliability of the narrator
or the reality of the world the story creates), as we question whether our
expectations, given the "reading contract," have been fulfilled. Likewise,
Charles May's "Chekhov and the Modern Short Story" (1985) shows how
Chekhov used "character to reveal mood and atmosphere," as a way of giving
the reader a view into the environment without focusing on the external world.
May contends Chekhov used the poetic elements of atmosphere as a
technique which was then, "lyricized by the subjectivity of the teller, for it is by
the teller's very choice of seemingly trivial detail and his organization of them
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into a unified pattern that lyricizes the story and makes it seem natural and
realistic even as it resonates with meaning" [original emphasis] (201).
If we combine Carver and Frye's ideas concerning the process of
understanding stories (that we "hear" the story first, and then we "see" the
story) they seem to confirm Theodore Stroud's views of the reader/text
interaction. Stroud's "A Critical Approach to the Short Story" warns,
Obviously, what the reader sees first about a work is its words
and then the minor organizing principles of syntax, of logical
discourse, and the narrative episodes. Ultimately, he discerns its
principles of organization, not in a relatively few half-concealed
symbols scattered throughout the episodes, but in the power the
total story has to affect its readers' feelings, .... (118)
Stroud notes that the hybridity of short story ("part essay and part fiction") is
"not organized around a change" (121). The story is not didactic, but often it
helps to effect a "change in the reader, not the character. For the reader is
confronted with the puzzling inconsistency in the traits of the character or is
somehow induced to conjecture about the motives underlying his behavior"
(128). His analysis restates the reader's role in the "contract" and reflects the
idea of the social contract implicit in the "imagined community" of Blackness.
"Minor" Form
Richard Kostelanetz's "Notes on the American Short Story Today"
(1966) summarizes the revolutionary structural and technical shifts in the short
story genre: namely the prevalence of two "complementary themes: the
absurdity of society and the madness of self (221-2). He insists good short
fiction has a "re-readability" quality that is akin to poetry: "Ideally,
in modern
short stories, each new paragraph should offer a succession of
surprises or
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intensifying symbols; and since the writers concentrate intensely upon sharing
every moment of the stories, the resulting fiction is closer in form to poetry
than it is to traditional fiction" (Kostelanetz 217). H. E. Bates, in "The Modern
Short Story: A Retrospect," adds "... that we come back to the sensible
conclusion that the short story, whether short or long, poetical or reported,
plotted or sketched, concrete or cobweb, has an insistent and eternal fluidity
that slips through the hands" (75). In essence, the reader's growing
sophistication and the genre's fluidity explain the form's elusive nature (76).
Like Blackness, we see getting a "fix" on the short story is difficult.
Thus far we see that definitions of the short story are "fixed" in
opposition to the novel: the familiar form. In other words, the novel is the
standard for literature, which leads to a review of the literature that shows how
short story became marginalized and given a "minority" status. James Cooper
Lawrence's "A Theory of the Short Story" (1917) shows how modernity pushed
the short story and its predecessors the tale, myth, and fable to the margins of
literature, as "Low" art: "The output of ancient scribes and medieval printers
was too limited to warrant the wasting of much of their time in the preservation
of short stories which everyone told and knew" (67). Thomas Gullason's "The
Short Story: An Underrated Art" (1963) sees the short story as the "stepchild"
of poetry, drama, and the novel. 12 Although he sees "dignity and hidden
depth in the short story" (31), Gullason laments the short story's absorption
under the rubric of fiction. His idea about short story having an "inferiority
complex" is especially informative. The tendency to "define" by
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contradistinction led to Blackness as an image, idea, and literary sign to being
all that is antithetical to whiteness. It also reveals how genres in general and
sub-genres within the genre of fiction (tale, fable, myth) reflect the
marginalized space of "otherness." The transgressing of boundaries between
genres and within sub-genres reveals the space that is used to subvert
conventions, forward the form, and develop new and regenerative aspects of
"telling." It makes sense to use a marginalized form (the short story) to show
the absurdity of the entire hierarchical enterprise that subordinated Blackness
to whiteness and the short story to the novel. In other words, by showing the
arbitrariness of the othering process, it shows the absurdity of power based in
the fancy of white skin (the marker of normalcy and privilege), and it reveals
that there is no greater "fantasy" than the privileged world of Whites to Blacks.
This brings me back to Penn's reference to genre in terms of class. He
notes, "class
—
poem, short story, or novel; and as an indication of the mode of
the member of the class—myth, romance, tragedy, realism, or irony" (Penn
44), adds another dimension to the "minority" status conferred on the short
story. His definition of genre as "class" is informative, seeing that critical
observations note the "inferiority" of the short story, with respect to the big
three of genre: poetry, fiction, and drama, and its "second class citizenship"
within the genre of fiction or prose narratives. This coincides with Frye
seeing
two versions of the story: "serious and less serious." The first is
considered
"important, static, and pure," while the second is "entertaining,
nomadic, and
tainted" by the commonness of man (Frye 5). Echoing
Lawrence's work, Frye
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notes the short story is considered "low" art, whereas the novel, with its
bourgeois affiliations, has attained the distinction of "high" art. If, as Frye
asserts, myth collapses time and metaphor collapses space, we can collapse
the space between the event happening (past) and its telling (present) in the
short story. In this manner, we would get past the tendency to hierarchize the
textual trinity of how, who, and what and free ourselves to use criteria for the
purposes of distinguishing art forms instead of denigrating the short story as
lesser "art." Also, in the case of Black literary production the who (writer's
subjects/themes) and what (the story) would not overshadow the creatively
expressed "how."
Gilles Deleuze and Felix Guattari in "What is a Minor Literature?"
(1986) list three characteristics of a minor literature: "the deterritorialization of
language, the connection of the individual to a political immediacy, and the
collective assemblage of enunciation" (18). They find Kafka's use of the
German language, while living in Prague, as an example of deterritorializing: in
this context, German is out of place; it does not belong. They intimate that
writing for Kafka was not a choice, but a necessity:
In this sense, Kafka marks the impasse that bars access to
writing for the Jews of Prague and turns their literature into
something impossible—the impossibility of not writing, the
impossibility of writing in German, the impossibility of writing
otherwise. The impossibility of not writing because national
consciousness, uncertain or oppressed, necessarily exists by
means of literature. (16)
How does this relate to Black writing and the discussion of the short story
form? Deleuze and Guattari observe most critics misread Kafka's work by
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concentrating on an "oedipal component" in his writing, when they should
focus on finding a way to "enter his work" (3). Instead of seeing Kafka fleeing,
they use the "burrow or rhizome" image to suggest Kafka seeks to avoid the
"infinite and ungraspable hierarchies" that exist in all social relations.
Despite the horror of these structures, Kafka, by making them "comic or
absurd," creates an opening: "there appears at the same time the possibility of
an escape, a line of escape" (12). From this "line of escape" we get the
"possibility of invention." The idea is to continue to create an opening for the
purpose of avoiding being fixed, which in turn infers multiplicity. It is not about
conquest, but subversion through constant movement:
How many styles of genres or literary movements, even very
small ones, have only one single dream: to assume a major
function in language, to offer themselves as a sort of state
language, an official language (for example, psychoanalysis
today, which would like to be a master of the signifier, or
metaphor, of wordplay). Create the opposite dream: know how
to create a becoming minor. (Deleuze and Guattari 27)
The subversiveness in Deleuze and Guattari's reading resonates in Fanon's
analysis of "On National Culture" and leads to a discussion of Black
subversiveness. 13 Each generation of Black writers created a little more
space for the next generation, which led to the groundswell of Black writing
during the Black Power and Black Consciousness eras in the US and South
Africa. In terms of Blacks embracing the short story form, synthesis led to
writers engaging the "possibility of invention," irrespective of the political
nature of Black writing and their responsibility to the collective. Also, it
addresses the "impossibility of writing" for Black writers of this period, who
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wrote despite the obstacles (viable publishing outlets or censure). For Blacks,
it meant realizing that writing in their own tongue ("finding his own patois, his
own third world voice") was in their best interest (Deleuze and Guattari 16, 18).
This may sound contradictory seeing Dumas, Bambara, Ndebele, and
Magona all write in English, but it is an English that is infused with and
celebrates the rhythms of Black life Deleuze and Guattari propose that
"everything in them [minor literature] is political"; if this is true, then the nature
of Black writing is inherently political. It follows that a writer, especially from
the ranks of the "submerged," who writes a didactic or moralistic narrative is
being political, then the same is true whether one is creating "art for the sake
of art." For Black writers, especially in South Africa and the US, their subject
matter and subversive use of literary techniques, elements, and forms is
political. This leads me to wonder why Blacks participated in the regressive
and distracting debates about the political nature of writing for Blacks, when
time would have been better utilized "burrowing" for an opening to the
imaginative space that would transform Black writing. To their credit, Black
writers learned to "veil" their politics, through their creative use of language,
which greatly enhanced the trajectory of Black writing. Black writers used
language that infused their writings with a "double meaning"—they inserted
elements that were seemingly innocuous but were loaded with cultural
meaning. It stands to reason, as long as writers' adhered to the conventions
of form, style, and craft what other reason could explain their dismissal as
"inferior." One problem for Black writing was their creative imaginings
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smacked the face of convention and popularly held prejudice. In essence,
Black writing emphasized Black humanity and noted the fictitious nature of
white supremacy's master narrative.
Otherness
If the primary function of the short story is storytelling or telling a story in
written form, then I must digress. Unlike Matthews, Cortazar contends there
are no "bad" stories only the "bad treatment" of stories. The form's intensity is
bound to the story's significance: "A story writer is a man who, surrounded by
the din and clamor of the world, and bound, to a degree, to the historical reality
which holds him, suddenly chooses a certain subject and makes a story out of
it, and this choosing of a subject is so simple. Sometimes the story writer
elects his subject and other times he feels as if it were imposed on him
irresistibly; it forces him to write it" (248). Like Bowen and Gordimer, Cortazar
provides the reason why Dumas, Bambara, Ndebele, and Magona use the
short story form: at times, they were compelled to write; at other times, their
writing springs from the joy of living (irrespective of the moment's harshness).
Again, I am showing the connections between the marginalization of the
short story as a literary form and Blackness as an organizing principle. Penn,
Lawrence, and Gullason correlate the distance between narrative structures
with the growing gap in class structure occupied by the middle class. The
novel is aligned with this burgeoning class, whereas the short story is
associated with the concerns of the "common-folk" or peasantry. Speaking of
the common folk, Mordecai Marcus's "What is an Initiation Story" (1960) does
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nothing to expand our understanding of the mythical element of the initiation
story and its role in the modern society. 14 Conversely, Randall Jarrell's
"Stories" (1962) examines the psychosocial and cognitive aspects of
storytelling. Unlike Marcus, Jarrell builds on Poe's idea of how a good
narrative can transport the reader and gets them to identify with the "world"
creatively imagined. Noting the primordial impulse of humans to make sense
of the "unexplainable"—that which makes no sense—Jarrell notes "... our
stories show-in repeating over and over, until we can bear it, all that we have
found unbearable" (5). This is true for the writer as witness of the trauma that
compels them to write and for the reader who becomes a witness, by sharing
the burden of the "unbearable." Jarrell sees the greatest aspect of the
"unbearable" is the anonymity of life: "Billions have lived and left not even a
name behind, and while they were alive nobody knew their names either" (11).
In other words, these are the lives history does not record, but consigns to
dwell "outside the ordinary stream of time" (Harris 188), which is the marginal
space O'Connor claims as the domain for the "submerged populations."
How does otherness find expression if in terms of fictional prose, the
novel inhabits the privileged space of the self or normalcy? Frank O'Connor's
The Lonely Voice (1963) thesis suggests that the short story is about
fragmentation, disturbance, and the interruption of the familiar. Citing Chekhov
and Gogol as master manipulators of the short story form, O'Connor notes
how they took what was familiar and transposed it onto those that were
unfamiliar: the marginalized of society. Chekhov and Gogol's brilliance is
126
evident when they took the absurd and transposed it over the familiar.
According to O'Connor, these techniques defamiliarized the literary landscape
and unsettled the reader by showing the "submerged population's" humanity:
Always in the short story there is this sense of outlawed figures
wandering about the fringes of society, superimposed sometimes
on symbolic figures whom they caricature and echo-Christ,
Socrates, Moses. ... As a result there is in the short story at its
most characteristic something we do not often find in the novel-
an intense awareness of human loneliness. Indeed it might be
truer to say that while we often read a familiar novel again for
companionship, we approach the short story in a very different
mood. It is more akin to the mood of Pascal's saying: Le silence
Sternal de ces espaces infinis m'effraie [The eternal silence is
the space of the infinite terror, my translation] (O'Connor 87).
"Human loneliness" marked the short story, as writers from these "outlawed"
territories began to exploit the form to show that, like the novel, "Both [of]
these forms [short story/novel] can help us understand something of the life
that goes on beneath the masks people wear with one another" (Petrakis 97).
Consciousness in the Short Story
Echoing Gordimer's commentary on "modern consciousness" and
Jarrell's observations on the anonymity of life, which is a positive spin on the
futility and despair of the "submerged populations," Charles May takes up the
mantle for developing a "poetics" for the short story. In "Survey of Short Story
Criticism in America" (1973), May notes, "If the contemporary short story is
fragmentary and inconclusive, perhaps it is because the form is best able to
convey the sense that reality itself is fragmentary and inconclusive. Such a
view should be especially pertinent to the modern world" (5). Citing William
Abrahams' observations about the "unhealthy state of the short story" being
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directly related to the sense of familiarity that modern readers have with the
novel, May connects this familiarity with the leisure of reading a novel and the
sense of accomplishment one gains from "finishing it" (5). Conversely, "the
short story does not allow [the reader] to relax so much" (May 5). One would
think a novel would be a more difficult read, but this is not necessarily the
case. While a novel requires a greater outlay of time, a reader may lose focus
and still maintain a sense of unity; however, the short story's compact nature
precludes any reader inattentiveness, as filler is not a part of the short story
fare. Ironically, the intensity of the short story belies its shortness and its
sense of urgency fosters feelings of fragmentation. Finally, May builds on
Gordimer and O'Connor's thesis by suggesting that "modern man's realization
that he can depend only on the present moment is precisely what makes him
lonely and his sense of loneliness is best manifested in a form that focuses
only on the present moment" (11). During the 60s and 70s, "the moment"
ruled in the incessant demands of the Black youth for immediate redress,
thereby making Dumas's, Bambara's, Ndebele's, and Magona's use of the
short story reflective of their "urgent tellings:" form fits function.
Part of the short story's malaise is due to fantasy (in the short story)
being antithetical to the method for making reasoned sense of the world
reflected in the novel. The values of our worldview, the order our values
represent, and how we interpret the signs and symbols of the text resonate in
the reading process: all are vestiges of culture. Charles May's "The Nature of
Knowledge in Short Fiction" (1984) asserts that the nature of being and the
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systems of knowledge for the short story and novel are enmeshed in
experience; however, it is the nature of that experience, how it is interpreted,
and the worldview each represents that is the radical difference between the
two. Countering the critical neglect surrounding the form, May examines the
"unstated assumptions about how one understands the world and other
people and what one takes to be reality of the world" [original emphasis] (134).
Quoting Arthur Deikman's views on "active versus receptive modes of
experience," May notes that the "receptive mode," based in perceiving or
taking in rather than acting upon, is consistent with what he calls the spiritual
aspects of "mythic thinking" and reflects knowledge gleaned from the short
story (138). The "active" mode is synonymous with the Darwinian "survival of
the fittest" mindset, which reflects knowledge gleaned from the novel. May
observes that we are conditioned to "think of the receptive mode as
pathological or regressive," which in turn reinforces the perception of the short
story being inferior or of minor or lesser status than the novel (138).
As human beings, we learn how to read and interact and how to
interpret what we read and how we interact. Based in phenomenologist Alfred
Schutz's attempt to understand how everyday reality is constructed, May
contends we decode the reality of our world through our interactions, and the
meaning we assign the objects and events we encounter are translated based
on the "learned process of model building" (May 136). In other words, May
makes plain the link between interaction, interpretation, understanding, and
valuation. As Welty points out, memory and form are inextricably bound:
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"From, the reader's point of view, we might say that form is connected with
recognition; it is what makes us know, in a story, what we are looking at, what
unique thing we are for a length of time intensely contemplating. It does seem
that the part of the mind which form speaks to and reaches is the memory"
(171). This process is familiar when the story (its elements) coincide with our
own beliefs and values (and the assumptions implicit in each). It reinforces
the form on our memory and because of the form's familiarity, the recognition
of the form makes accepting the values of the story told that much easier
(whether we find them agreeable or not). Again, quoting Schutz, May refers to
these processes as the "interchangeability of standpoint and the congruence
of relevance systems," which are summed up in the normalizing idea that "we
believe we 'see' things the same way" (137).
The novel, which takes the everyday life-world as its province,
focuses on experience in the same conceptualized way. The
short story, on the other hand throws into doubt our idealizations
of the 'interchangeability of standpoints and the congruence of
relevance systems.' In the short story we are presented with
characters in their essential aloneness, not in their taken-for-
granted social world. (May 137)
O'Connor's Lonely Voice thesis resonates in May's analysis.
If, as May suggests, the knowledge of the short story is consistent with
the "receptive mode," then the "receptive mode of thinking" and its associated
"mythical experience" is characterized by a focused appreciation that allows
the reader to engage the text in the sacrosanct space of the short story: the
"experience of the moment." Essentially, May wants writers to engage the
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sacredness of each encounter with "the loveliness and the wonders of the
world before us" (140).
If one assumes that reality is only what one experiences
everyday as one's well-controlled, ordered, and comfortable self,
then the short story is neither realistic nor natural. If, however!
one feels that immanent in the everyday exists some other reality
that somehow evades him, if one's view is religious in the most
basic sense, then the short story is more 'realistic' than the novel
can possibly be. From this point of view, the short story is closer
to the nature of reality as we experience it in those moments
when we are made aware of the inauthenticity of everyday life,
those moments when we sense the inadequacy of our categories
of conceptual reality. (May 141, 2)
Citing Morse Peckham's thoughts on socializing systems, May proposes
"since our 'orientation does not prepare an individual to deal with a particular
situation but only with a category, or kind, or class of situation . . . ' we [are]
forced, as a result of [the] continual reinforcement of the everyday category of
consciousness and the efficiency of its use, almost compelled to suppress
data to maintain our ordered experience" (141). "Suppressing data" causes
ruptures in consciousness (traumatic amnesia) that can be healed through
"telling," in this case through the short story form.
Dissertations
I will now discuss dissertations that address gender and the short story.
Because these writers expand the critical literature focusing on the short story,
I see this detour as a fitting conclusion to our discussion. Sandra Zagarell's
idea of "narrative communities" is especially instructive in terms of the idea of
"imagined community" of Blackness that is realized in the short stories written
by Dumas, Bambara, Ndebele, and Magona. For Benedict Anderson,
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narratives house national consciousness and forward ideas of community in a
unique way. Zagarell's analysis opens discursive space in the master
narrative for the voices of marginalized women who lack representation in
American Letters. Likewise, Zagarell's analysis allows me to insert my
conversation into short story scholarship in order to address the issue of
"submerged populations" within the critical literature on the short story.
Building on May's analysis on reader "Worldviews," Hilary Herbold's
dissertation, "Race, Place, and Form in the Modern African American Short
Story" interrogates the "conflict and diversity within the ethnic groups that are
often reified, in the hegemonic imagination, as falsely unified and uniform..."
(8). Beginning in the late 19th century, Herbold recalls how local color writers
used the short story to address a dying way of life that revealed white anxiety
associated with the encroachment of modernity, the influx of immigrants, and
the enfranchisement of Blacks. 15 This creative nativism had profound
impacts on short story writing; she sees the modernist move inside to "protect
the self from the vagaries of difference located in the 'outside world' [as] a
desire to wrest the self from the constraints of community as well as from the
traditional forms of fiction" (Herbold 27). She sees the short story as "hybrid
spaces [or] places of cultural encounter" that reflect how we read texts (the
stories of our lives) and each other as people. Because we bring ourselves to
the text and help build a context from the details of a short story, the reader is
an active agent in "constructing meaning" from the text, which in turn drives
the reader's desire to identify the self in the "story." Given the fluid categories
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of meaning that we attempt to fix, to make "order" out of our real, albeit
subjective, experiences, Herbold sees the need for expanding, "The notion of
the meaning of the text, like the definition of the shared identity of a group,
must be expanded to acknowledge both the things that seem neatly to fit and
connect and those things that strain against and resist the circle we have
drawn" (13, 7).
Likewise, Pamela Mittlefehldt's "A Politics of Transformation: Women
and Story in American Culture" (1989) notes the centrality of storytelling to
women's efforts to counteract patriarchy. She extends May's "worldview"
thesis to reveal the short story's "transformative" properties: its ability to
address issues of inclusion and self-definition, while writing against the
mainstream discourse that "others" its members. The form offers room to
address, "the dual nature of story—its ability to both affirm and challenge, to
ground and disrupt—to 'not necessarily correspond exactly'—which gives it its
power and makes it particularly useful to those who have been muted in
dominant culture. While story gives visibility and affirms reality, it also
provides ground from which to challenge, resist, and disrupt that reality, thus
allowing for the possibility of transformation" (Mittlefehldt 4). Storytelling
validates women's lives and contributions through the "tradition of passing on
stories" which reflect, "... an initiation of consciousness," seeing story serves
as an imperative to consciousness. As such, [story] enters the realm of the
political" (Mittlefehldt 17). Given our fondness for stereotypes, Mittlefehldt
describes a process that allows characters to "become human through story."
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Cynthia Andrezjczyk's dissertation, "A Storied Place: Women and the
Multicultural Experience in American Short Story" (1997), focuses on the
storytelling tradition and the variegated public and private experiences of
women of color whose use of the short story form is, "for creating, interpreting,
embellishing, and preserving the day to day moments of living. [In it] we hear
'true stories' of the people, by the people themselves, for the perpetuation of
the people" (41). She counters the "one voice, one people" myth that silences
the voices of the "othered" communities (genres) in the US and the
marginalized (sub-genres) within those communities: the women of color.
Empowered as writers, these women recover their history by giving voice to it.
Using the short story they show what is lost becoming American and what can
be gained if the "we" can be defined as a "nation of many narratives,
narratives of many nations" (Andrezjczyk 41 ,42). 16 Her desire to redefine the
US parallels short story critics and Black writers' efforts to be a part of the
discussion that defines the parameters of their respective meanings.
Extending what Toni Cade Bambara calls "our great kitchen tradition,"
Andrezjczyk disrupts the entrenched sociopolitical lines that demarcate
learning. She reveals how the stories told in the kitchen hold great promise for
what has been left out of the master narrative. In essence, the kitchen is an
effective "classroom" that produces a viable counter-narrative for individuals,
families, and communities. Like traumatized communities, these women seek
"Validation from the surrounding dominant culture," but validation is only
gained through the "act" of storytelling. Building on May's world-view thesis,
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our experiences, and our values shape our perspectives and make up what
Andrezjczyk calls "the cultural baggage one carries," which informs our cross-
cultural interactions and different translations of the "same" experience (87).
Conclusion
This concludes the short story literature review. The short story is
ambiguous; the form is inclusive, despite efforts to circumscribe its appeal and
application. What I am wrestling with is not an either/or argument, but an
attempt to understand short story for what it is and not what it is not. Because
the short story defies definition, it resembles Blackness/Africanness, as it too
was only defined in "opposition" to its closest kin: whiteness. The short story's
resiliency reflects the resistant nature of Blacks in South Africa and the US, as
they revolted against the edicts of white supremacy, which dismissed their
humanity by accentuating differences of degree (not kind) within humans.
What I find most fascinating is the seemingly differing degrees of
agreement. What I find most disturbing is the lack of voices from or about
"submerged populations" in short story theory, and the tendency to see the
"submerged" only within ethnic shades of whiteness. The irony and absurdity
of this line of reasoning, which still prevails in contemporary critical circles,
smacks of hypocrisy, especially since the most cited work claiming the
progressive nature of the short story form is Frank O'Connor's "The Lonely
Voice." Is it odd that the scholarship omits the very voices they so
passionately invoke, or is this "mere oversight" a reflection of Eurocentric
definitions of beauty, art, and standards that support American literary
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criticism? After reading thousands of pages of thought-provoking critical
inquiry, I am left wondering how there are only three cursory references to
Blacks (Sonia Sanchez's anthology We Be Word Sorcerers Blacks' use of
orality, and Robert Bone's Down HomeV and for the "diversity" of all the short
story critiques, it is bereft of any mention of people of color and their views on
the short story form. For reasons, conscious or unconscious, the
marginalization of Black short story writing demands further analysis. During
the 1960s, Blackness is embraced in the US, while in the 1970s a similar
awakening happens in South Africa. We move on to chapter five which
combines "otherness" and the short story to explain the need for evaluative
standards regarding Black literary production and Blacks need for "space" to
tell "their own stories."
Endnotes
1 In South Africa, early expressions of written short stories were mainly
collections of local stories under the authorship of one person, versed in the
art of transcribing oral stories into their English literary equivalents; however,
in many cases, something was lost in translation as the inscriber was not part
of the storytelling tradition and was driven more by profit, than the desire to
see these stories survive. This is similar to the "local color" period of 19 th
century writing in the US, where modernity's encroachment made these
rememberings vital to the preservation of a time that was based in the
recognition that the short story of orature survived the migration to the urban
centers of South Africa.
2 The literary establishment in South Africa faced a different challenge.
Given the fractures in Whiteness, the creation of an Afrikaner identity took
bloom in the 19th century. Afrikaners are descendents of Dutch immigrants
who contributed to the creation of Afrikaner literature in their mother tongue of
Afrikaans. As a body of literature, Afrikaans exceeds the literary production of
the same time period of any other indigenous, written literature in South Africa:
this includes Zulu, Xhosa, Tswana, Sotho, and Pedi. In essence, Afrikaners
like Americans were the subjects of "othering" in English literature and both
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struggled from under the minimizing moniker of being seen as a "minor-
literature. With the Nationalist Party's ascension to power in 1948 control of
the state's cultural apparatus cemented the ascension of Afrikaner literary
production. An explosion of Afrikaner literature followed. It should be noted
that a number of Black South African writers took to writing in Afrikaans
Whether it was to be "heard" or "accepted" is immaterial, I only note these
occurrences because it reveals Afrikaans as the major literature of the South
Africa from 1950 until the release and presidency of Nelson Mandela. In other
words, in literary circles, South African Literature does not conjure up
Blackness. These developments factored into my understanding of any
discussion about the literary mainstream in South Africa.
3 Part of the short story's demise is based in what I call the "Economics
of Literature" which has shaped literary responses to the short story form,
especially stories written by Blacks. The Economics of Literature focuses on
audience and other publishing matters (such as patronage and publishing)
that have affected the way Black writers have challenged customary modes of
representation in "dominant" literature.
4 Its popularity was evident in the signs of the genre "making it":
parodies and other comic forms fueled the form's regeneration, as its
boundaries continued to move outward. Ejxenbaum notes this process in a
quote that I have included in total.
Such was the case with the lyric poem, the adventure novel,
biographical novel, and so forth. Local and historical conditions bring
about the most diverse variations, of course, but the process itself, as a
sort of sui generis law of evolution, maintains its effect; an initially
serious treatment of the fable, with its painstaking and detailed
motivation, gives way to irony, joke, parody; motivational connections
grow slack or are laid bare as conventions, and the author himself steps
to the forefront, time and again destroying the illusion of genuiness and
seriousness; the plot construction takes on the character of a play on
the fable, while the fable turns into riddle or anecdote. It is in this way
that the regeneration of a genre comes about-- a transition from one set
of possibilities and forms to another. [Original emphasis] (85-6)
5 Eileen Baldeshwiler's "The Lyric Short Story: The Sketch of a History"
(1969) takes the idea of impressionism one-step further. She notes that
"suggestiveness of impressions" accomplished in the writer's use of innovative
quest motifs and dream sequences, indirection, metaphoric natural details,
and tone as a major device, coupled with the reconciliation of opposites and
the abandonment of conventional plot sequence, give the short story its
'lyrical' element and makes it closer to poetry, in form and function.
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6 This idea reiterates Matthew Arnold's idea that "for the creation of a
master-work of literature two powers must concur, the power of the man and
the power of the moment, and the man is not enough without the moment"
(1 391 ). I have taken the liberty of including Arnold's lengthy quote in total.
The critical power is of lower rank than the creative. True; but in
assenting to this proposition, one or two things are to be kept in mind. It
is undeniable that the creative power, that a free creative activity, is the
highest function of man; it is proved to be so by man's finding in it his
true happiness. But it is undeniable, also, that men may have the sense
of exercising this free creative activity in other ways than in producing
great works of literature or art; if it were not so, all but a few men would
be shut out from the true happiness of all men. They may have it in well
doing, they may have it in learning, they may have it even in criticizing.
This is one thing to be kept in mind. Another is, that the exercise of the
creative power in the production of great works of literature or art,
however high this exercise of it may rank, is not at all epochs and under
all conditions possible. This creative power works with elements, with
materials; what if it has not those materials, those elements, ready for its
use? In that case it must surely wait till they are ready. Now, in literature
... the elements with which the creative power works are ideas; the best
ideas on every matter which literature touches, current at the time. At
any rate we may lay it down as certain that in modern literature no
manifestation of the creative power not working with these can be very
important or fruitful. And I say current at the time, not merely accessible
at the time; for creative literary genius does not principally show itself in
discovering new ideas, that is rather the business of the philosopher.
The grand work of literary genius is a work of synthesis and exposition,
not of analysis and discovery; its gift lies in the faculty of being happily
inspired by a certain intellectual and spiritual atmosphere, by a certain
order of ideas, when it finds itself in them; of dealing divinely with these
ideas, presenting them in the most effective and attractive
combinations—making beautiful words of them, in short. But it must
have the atmosphere, it must find itself amidst the order of ideas, in order
to work freely; and these it is not so easy to command. This is why great
creative epochs in literature are so rare, this is why there is so much that
is unsatisfactory in the productions of many men of real genius; because,
for the creation of a master-work of literature two powers must concur,
the power of the man and the power of the moment, and the man is not
enough without the moment; the creative power has, for its happy
exercise, appointed elements, and those elements are not in its own
control. ("The Function of Criticism at the Present Time," 416).
7 In some respects, as Hoyt Fuller acknowledges, in "Towards a Black
Aesthetic," the analyses of white critics, while seemingly innocent, ("there is
not the presence of overt hostility") are indicative of the literary mainstream's
138
"whitewashing" of the double standard they held against Blacks On a whole
the harshness of the critiques leveled against Black writers was anything but
innocuous (Fuller 5). Such criticisms reflect "essential" difference arguments
waged by Whites against Blacks who argued that there were psychological
social, political, and cultural differences between Blacks and Whites that were
biological in nature and were the basis of Black inferiority. Forty years ago,
Julian Mayfield, makes the same observation in "Into the Mainstream and
Oblivion" where he notes popular literature suffered from artistic blandness.
What are the principal characteristics of the mainstream of American
literature? To this observer they are apathy and either a reluctance of a
fear of writing about anything that matters .... The phenomenon of our
era is the seeming lack of concern shown by American creative writers
for the great questions facing people of the world. ... But I do mean to
imply that writers of the mainstream, reflecting the attitude of the
American people generally, seem determined not to become involved in
any of the genuine fury turmoil and passion of life; and it is only such
involvement that makes life worth living. (32, 33)
8 Frye notes the selection process (what is studied, how it is studied
and presented, and the narrative point of view which the writer takes to tell
their findings) is subjective and very much vested in the values of the
individual historian. All individual historians, by virtue of their training
subscribe to schools of thought, methods of analysis, and modes of
presentation, which are all imbued with unquestioned assumptions and/or
generalizations.
9 Implicit in the dichotomy is the idea that "white" has "rightness" and as
Said suggests in Orientalism (see discussion in chapter 2) the institutional
apparatus to create knowledge that supports their authority: "their knowing."
10 The "reader contract" can be read as a version of the "social
contract" that fosters order in modern society (see Mills, Pateman, and Taylor
and Susan Lohafer for "cultural cognition").
11 Elements include subject, characters, themes, tone, and settings.
Also, it explains their lack of inclusion in anthologies used to educate the youth
of South Africa and the US about "good literature" is a practice that continued
well into the 1990s in the US and recently addressed in South Africa.
12 Gullason in 1963 and Charles E. May in 1972 note the dwindling
number of scholarly journals dedicated to critiquing the short story. By 2003,
that number dwindled to one: the Studtes in Short Fiction . Presently, South
Africa does not have a journal dedicated to short fiction.
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13 The central idea of a "Minor Literature", which runs contrary to the
criticism that defines the short story in oppositional or binary terms, is to move
away from adoration and imitation, to the ultimate stage of self-actualization.
In other words, to "become a minor literature" is to pass through all of the
various stages we have mentioned in "the Politics of Creation," into the stage
of self-representation that is based in honest self-recognition and does not
seek validation from the "major" literature.
14 Marcus's work is informative only because it shows what is
dreadfully wrong with short story criticism: the tendency of critics to advocate
their own "correctness" at the expense of the short story form has led to the
short story's demise and ultimate tenure as a minor literature or lesser genre.
15 Black writers in the early-to-mid 20th century (Jean Toomer's Cane
1923, Richard Wright's Uncle Tom's Children 1938, Langston Hughes' The
Ways of White Folks 1934, and Zora Neale Hurston's Mules and Men 1935)
successfully used this method to address the tension of creating art amidst the
need to offset white culture's efforts at denigrating the humanity of Blacks.
16 Leslie Marmon Silko, Gloria Naylor, Sandra Cisneros, Toyomi Igus,
Julia Alvarez, Jamaica Kincaid, Maxine Hong Kingston, Judith Ortiz Cofer,
Alice Walker, Susan Nunes, and Diane Chang.
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CHAPTER 5
THE BLACK SHORT STORY: THE FORM OF RESISTANCE
One of the crucial tasks of culture, let's say, is to help people
camouflage the actual risks of the world around them—to help
them edit reality in such a way that it seems manageable to help
them edit it in such a way that the dangers pressing in on them
from all sides are screened out of their line of vision as they go
about their everyday rounds. (Erikson 194;
Introduction
According to the master narrative of white supremacy, the story of
Blacks in South Africa and the US is one of domination, exploitation, and
oppression. At the same time, it is a story where Blacks were typecast as the
"other," which is the category formulated to dehumanize Blacks, denigrate
Blackness, and justify their subjugation. Part of the story is eliding the Black
presence from the historical narrative and the distortion of Blackness in the
ideological and literary narratives of both countries. Conversely, the master
narrative went to great lengths to silence the story of Black resistance and
creation. Ultimately, the master narrative demonized Blacks and Blackness.
Likewise, as a literary form, the short story has gone through a similar process
and been relegated to the periphery as a "lesser or minor genre."
Nevertheless, Blacks have resisted the denigration of the master narrative and
turned to the short story as the resistant form to express their struggles. Thus
far, I have discussed the origins of Blackness; the "common ground" of
Blackness for Blacks in South Africa and the US; Blacks' participation in
Blackness as a discourse of resistance; and the short story as the resistant
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form. Now I will discuss Blacks' use of the short story to counter the
minimization of their contributions and bring to light the variety in Black life
using the short story: the form of resistance. This chapter will address the
following questions: Why would the marginalized seek creative expression
through a marginalized form? What developments contributed to Blacks'
producing "their own" anthologies?
Looking into the content of a number of short story anthologies revealed
a heavy dependence on the nutrients of Western life. Recalling short story
criticism, I am struck by the short story being acknowledged as an open and
inclusive form, but my research has shown that the lack of critical attention
paid to the short story form with respect to Black writers is abysmal in the US
and even worse in South Africa. Outside of Robert Bone's late 19th early 20th
century analysis in Down Home, to date, there are no manuscript length
studies of the Black short story, in South Africa or the US, never mind a
comparative study of both. A few dissertations fill the comparative chasm, but
they concentrate on either the novel, poetry, or autobiography, or they offer a
gendered reading of a particular genre: again, leaving critical analysis of the
short story unaffected as a minor consideration.
In this chapter, I review the literature on Black short story writing in
South Africa and the US, paying particular attention to the difficulties
encountered in presenting literary expressions that challenged stereotypical
representations of Blackness and the predominance of Eurocentrism in the
critical reception (or shall we call it rejection) of Black creative expression.
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While I found myself looking for something similar to Stephen Henderson's
Understanding the New Black Poetry to serve as a guide for reading "Black"
short stories, I came to realize that there is no Black short story theory.
Mainstream short story theory provides a lens for examining the conventions
and illuminating the restrictions that Blacks sought to transgress. Part of my
argument is implied in telling the story of the forces that shaped Black creative
expression and the irony of short story analysis that addresses the form's
marginalization, while marginalizing stories from writers of "submerged
populations." Finally, relying on Gates's suggestion that a literary tradition will
reveal a "theory" for reading its corpus, I use what Barbara Puschmann-
Nalenz refers to as the "reflexive process of preface writing" in the anthologies
and short story collections of the era—most notably Chinua Achebe, Nadezda
Obradovic, Clarence Majors, Charles Rowell, Langston Hughes, John Henrik
Clarke, Woodie King, Stephen Gray, Mbulelo Mzamane, Norman Hodge,
Craig MacKenzie, Martin Trump, Denis Hirson, Charles Larson, and J de
Grandsaigne—to guide me through the aesthetic dilemma that rendered Black
short story invisible in mainstream anthologies.
Concentrating on the works of a number of writers, theorists, and critics,
I have come to a few conclusions about the role and scope of short story for
providing a creative counter discourse that refigures resistance and
complicates identity in Blacks' quest for self-definition. At the same time,
considering the milieu in which Black writers wrote, one comes to understand
why they chose the short story as the "form of resistance." Reading the
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introductions and prefaces to the short story anthologies and collections of
Blacks in South Africa and the US during the 1960-1 990s, it is clear that one
factor contributing to the short story's demise is the literary mainstream's
tendency to belittle the creative contributions of Black writers other than the
notable exception or "one great Black writer" of the era, such as Richard
Wright in the US during the 1930s and 40s and Es'kia Mphahlele in South
Africa during the 1950s and 60s. According to the literary mainstream, there
was no audience for the black subject, especially if it fell outside the scope of
strongly held prejudices.
Because the reality of Black life sharply criticized racially sanctioned
policies and customs, the over-dependence of writers on realism as a method
for depicting life hindered the Black short story. Such stories were
unacceptable to the editors of the literary mainstream. In the US, while the
horizon of integration dawned, Arthur P. Davis in "Race Literature and
Integration," cheers the end of the "protest" era, but laments its hold on the
imagination of Black writers. In South Africa, another hindrance was Black
writers' reliance on what Ndebele called "sloganeering," which moved Black
South African writing away from creatively engaging the "ordinary." Another
factor was the recalcitrant nature of the literary establishment to subject matter
or themes that fell outside the purview of "universalism." In shirt,
"universalism" was the pseudonym for normalcy. The hope of Black critics
was to expose the double standard of "standards." They wanted mainstream
critics to consider the work "...in [relation] to the reader/audience, and the
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reader to the wider context of the phenomenon we call, for the sake of
convenience, the Black Experience" (Henderson 62). Essentially, this
literature review shows how absurd it is for the critical discourse of a fictional
form to argue for the "necessariness" of its existence, while simultaneously
rejecting equally relevant expressions of the form, such as Magona's "Two
Little Girls," Dumas's "Rope of Wind," or Bambara's title story "The Sea Birds
are Still Alive." Finally, a significant outcome of this chapter is based in what I
call Black Arts Consciousness, which is the aesthetic twin of Black Power and
Black Consciousness ideology. But first, I will discuss literary forms in a
comparative context. 1
Literary Forms: A Discussion
One would think autobiography, poetry, drama, and/or the novel would
be better suited for a conversation about community, art, and the discourse of
Blackness. In the US, the Black literary tradition finds its earliest body of
writing in the genre of autobiography. In the past 30 years, Aframerican
autobiography has received a great deal of creative and critical attention. The
litany of critical texts attesting to the breadth and importance of autobiography
to African American Letters is impressive, to say the least, but, again, there
are a limited number of critical forays into African autobiography.2 R. Neville
Choonoo's "Parallel Lives: Black Autobiography in South Africa and the US
(1982)" and Chinosole's "Black Autobiographical Writing: A Comparative
Approach (1986)" claim that the "writing'' of the individual story for Blacks
brings the self into existence. The existence of the self via the authorial voice
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is the crux of Frederick Douglass's meteoric "rise" to consciousness in The
Narrative of the Life of Frederick Douglass (1Rd^
, n Douglass's oft-quoted
passage about his scuffle with Covey, it is not his refusing to be whipped
anymore, but his insistence on not being a "slave" that leads to his rise into
manhood: "You have seen how a man was made a slave, you shall see how a
slave was made a man" (294). Finally, Douglass is able to overcome the
physical abuse of being enslaved, but it is his ability to master his master's
skill—to assert a voice of authority (the authorial voice), in order to write
himself into existence—that helps Douglass escape the strictures of slavery
and gain access to freedom and manhood. James Olney's "Autobiography
and the Cultural Moment" argues that self-determination and assertion are at
the root of self-exploration, which puts into motion the move from resisting, to
expressing, and finally, to creating. Noting self-definition is at the core of Black
autobiographical writing, it is interesting that Black autobiography in South
Africa and the US emerged from the same impulse, but took different
trajectories. 3 If this is so, then the lack of critical discourse on this seminal
terrain is unacceptable, given the preponderance of European literary tracts,
written under the innocuous title of "travel memoirs" or biography, that created
the myth of an "African personality."
Autobiography's claim of writing self (individually and collectively) into
existence is situated in the reality that South African and American society in
their implementation of whiteness provided room for individual manifestations
of Black humanity.4 Because Black humanity could easily be dismissed by
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Whites, who only saw Blacks as part of a debased whole, the idea of Black
"humanity" was tenuous, at best. Whites had to corroborate Black humanity,
as in the case of Phillis Wheatley5, whose works were reviled as "poor
imitations" to which Thomas Jefferson quipped, "But never yet could I find that
a black had uttered a thought above the level of plain narration; religion indeed
produced a Phyllis Whately [sic]; but it could not produce a poet. The
compositions published under her name are below the dignity of criticism"
(140).
By far poetry of the era holds the most promise for a comparative study
of the ideological kinship between Blacks in South Africa and the US.
Parallels abound, as the language of Blackness in poetry exploded with a
cultural lexicon that expressed rage, love, despair, and hope amidst injustice.6
The poetry's tenor enthralled young Blacks and offended most Whites and
older Blacks, as it evoked a sense of immediacy that reverberated in the mass
action of Blacks in the cities and townships of the US and South Africa:
Nevertheless — if one has to put down the goings-on of the
country more clearly, poetry is the best medium for this. When
you face a truth and there is [a] challenging need to express it,
you can most emphatically capture it through poetry, because
there is no way to twist it about in a poem. You have to bring out
the truth as it is, or people will see through your lies. (Gwala 43)
Unfortunately poetry's subjectivity and the immediacy of feeling conveyed
were too easily dismissed in the misplaced anger criticisms levied against
Black poetic expressions by white critics. For these reasons, I see the short
story making good use of the cognitive landscape that is at the core of the
unfamiliar worldview expressed by Black writers of this period.
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Given the novel's length, character, setting, and tone are afforded
ample textual attention. Its attractiveness to middle class sensibilities makes it
the logical form for presenting students with a view of a given society. Also,
the novel has been the form of choice for Black writers to prove their
intelligence and/or civility. Because the novel is imbued with a sense of the
familiar, it bears noting that a great deal of critical attention has been afforded
Black novels in South Africa and the US. In comparison to short story, the list
of critical texts addressing the Black novel in both locales is quite daunting,
which says a great deal about the status of the novel as the preeminent
fictional pnbse or narrative form. With poetry and autobiography rounding out
the field, drama and short story have yet to produce the critical mass of the
novel, autobiography, and poetry. In fact, in a show of solidarity, critical
literature on the short story and drama has recently been surpassed by the
discourse of Black literary theory.
Like other narrative forms, the telling is important and there is a sense
of symmetry balanced in the intensity and unity of the short story. Ejxenbaum
suggests that the form of choice for writers is strongly influenced by the
environment: "Not only individual writers but also individual literatures cultivate
either the novel or the short story" (81). Likewise, Anderson's Imagined
Community thesis asserts nationalism needs literature to link the present and
the past, and more importantly, it needs the novel to promote a sense of
nationhood implicit in the mores, ideas, and culture espoused in the novel.
Gordimer clarifies this relationship when she questions the relationship
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between the writer and the state. As noted in Chapter Four of this study,
Gordimer observes, "the writer is compelled to write." The story and
imagination make up the key ingredients of the writer's fare, while "history" and
"projection" are put "into the service" of the State (Gordimer 1999, 192). I
suggest that the white supremacist regimes in the US and South Africa
"cultivated" conditions for Black writers' use of the short story form for their
"urgent tellings" during the Black Power and Black Consciousness
Movements; given the intrusion of white censorship, in its covert US and overt
South African forms, Ejxenbaum's statement is especially fitting.
Again, as I mentioned in the previous chapter in Sandra Zagarell's
observations that the "narrative of community" is rooted in "process" (15),
given the variety of stories the form can cover, the short story provides
sufficient room to amplify the complexities of Blackness. What is lost in terms
of depth is gained in variety. However, depth is accomplished by piecing
together the various short stories (into a story cycle) of these writers as each
collection reveals themes that are interwoven and revised. The variety of the
genre mirrors the numerous differences that were blurred in the monolithic
term of Blackness and becomes even more significant given the US's and
South Africa's attention has turned to addressing the benefits of diversity in
public spaces. The short story cycle is apparent in "Part I: Women at Work" of
Magona's Living. Loving. Lying Awake at Night and produces a similar effect
of depth without the redundancy of repetition endemic to the novel. Through
the use of the short story, Magona's multiple viewpoints of a domestic's life—
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as opposed to the mine/farm worker that is predominantly male-brings
greater clarity to a number of economic, social, and gendered issues that
hinder Black unity. The short story's vagueness, as a genre, reflects the
inconclusiveness of the racially constructed identity marker known as
Blackness that binds Blacks in South Africa and the US. As I have argued, it
is not so much color (the sign) that binds Blacks in South Africa and the US,
but it is the stories, the trauma, and the culture of resistance that bind Blacks
in both locales:
When the heirs of the victims of the Middle Passage first directed
their voices to the printed page in the Americas, they entered a
space that was once reserved for Whites, and on that site called
the printed page African Diasporic peoples inscribed their voices
for all the world to read. And when they spoke in their own
voices and from their own collective or individual worldviews and
memories, they transformed and extended the possibilities of
that former all white space. In other words, those slave ships
crossing the Atlantic for the Americas would not only transform
their human cargo of enslaved Africans; the descendents of
those Africans would in turn change Europeans and their literary
and other cultural productions into a 'new set of possibilities.'
(Rowell xxii)
According to Rowell, the "ties that bind" are not based solely in color; even
though it is an indelible marker that has shaped the experiences, worldviews,
and memories of Black folk as the other, but it is the stories of resistance,
survival, and creation that bind Blacks in South Africa and the US. Not to be
lost are the "new set of possibilities" Black writers, especially Dumas,
Bambara, Ndebele, and Magona, bring to transform the short story form.
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Black Short Story in South Africa and the us
In South Africa, the modern Black short story was realized with R.R.R.
Dhlomo's "mine stories" of the 1920s and 30s; however, Peter Abraham's
Dark Testament (1942) would be the first collection of short stories written in
English by a Black South African (and the first short story in English by a Black
writer on the continent). Herman Bosman, William Plomer, Alan Paton, Alex
LaGuma, and Nadine Gordimer would go on to forward the short story in the
South African literary tradition. During the 1950s and 60s, Drum provided
valuable space for the growth of Black short story in English, spawning the
likes of Can Themba, Es'kia Mphahlele, and Nat Nakasa. Staffrider would
pick up the mantle during the 70s and give birth to Mtutuzeli Matshoba,
Mbulelo Mzamane, Mothobi Mutloatse, and Ndebele. The invaluable space
these magazines provided cannot be emphasized enough as the censorship
laws of South Africa sought to keep positive Black images out of print, while
the proliferation of negative images went unimpeded. 7 Alex La Guma, Bessie
Head, Achmat Dangor, Richard Rive, and Miriam Tlali would continue using
the short story to portray the life of those marginalized by white supremacy.
Given the immediacy of the repression and the urgent need to tell the stories
apartheid wanted silenced, the short story served Black South African writers
well.
Although Poe and Hawthorne revolutionized the short story form in the
US during the mid 19th century, it would soon become a familiar form for
Aframerican writers. In 1853, Frederick Douglass's self published short story
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"The Heroic Slave" launched the short story form for Black Americans, but the
form would get one of its greatest craftsmen in Charles Chesnutt.8 The Black
short story tradition would produce Paul Laurence Dunbar, Langston Hughes,
Zora Neale Hurston, Marita Bonner, Richard Wright and Ralph Ellison. The
1970s would spawn the likes of Ernest Gaines, Gloria Naylor, Alice Walker,
and John Edgar Wideman.9 The means to print their own literature increased
the output of Black short stories previously filtered through the "benevolence of
white paternalism." This is not to say that all of the problems associated with
publishing were overcome given Black control over a few publishing houses
(e.g. Broadside and Third World Press), but the advent of Black ownership
proved to be a major staple for the burgeoning short story form. 10
During the 1960s and 70s, South African and US society provided
space, however small, for dissent. Moreso than the US, South African society
provided space for dissent within the fragmented ranks of "whiteness." In both
instances, regardless of their close-quartered interactions, the political
apparatuses hindered getting to know the pain and struggle of the "other". In
the US, Faulkner, Welty, and O'Connor may have written about the color code
and the costs for crossing the line, but to critically engage the privileged
position of Whites would have resulted in literary suicide. Julian Mayfield's
"Into the Mainstream and Oblivion" (1960) notes how mainstream US literature
ignored or rendered mute the inequality and inequity of segregationist policies
in the published fictional stories of the 1950s and 60s. South Africa was far
more lenient given the strained relations along the axis of "whiteness." As
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clashes between Afrikaners and the British created chasms in "whiteness,"
White writers openly opposed apartheid. The space for dissent was exploited
by Andre Brink, Alan Paton, Breyten Breytenbach, Nadine Gordimer, J. M.
Coetzee, and others who risked ostracism, and physical harm, to write about
the pain of whiteness, while distancing themselves from Afrikaner domination.
In Chapter Four of this study, Deleuze and Guattari see a "minor
literature" as "revolutionary;" a space for creativity—and not a limiting or
demeaning space—which is denoted in the term "minor" (even in its racially
charged "minority" context). In this respect, they find the space to subvert,
challenge, liberate, and empower. Echoing the how and what of short story
criticism, Barbara Puschmann-Nalenz notes, "But writing has also come to be
regarded as a means of survival for black Americans, in addition as an
instrument to liberate themselves" (22). This is where the introductions to
numerous short story anthologies and the various short story theories proved
instructive about the forces that shaped Black South African and American
writing within the genre. As I will discuss later in this chapter, Puschmann-
Nalenz's focus is encouraging. Seeing I began this study searching for a
theory or poetics to Black short story, I will continue my review of anthologies
and some influential studies of African and Black American short story.
African and Black South African Short Story Anthologies
Noting the short story's link to the oral tradition and African writers' use
of various themes to reflect the verisimilitude of Black life across the continent
(with an ear to the variations that make each area unique), Fidelus Balogun's
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Tradition and Modernity in the African Short Story (1991) laments the dearth of
literary attention paid to the African short story. He sees African writers' use of
irony and their facility with the English language as "signatures" of the African
literary tradition. According to Balogun, the pull of regionalism impeded
African writers' use of devices, themes, and character to probe the push of
modernity and the tug of tradition; likewise, he sees the artist's dependence on
realism as a hindrance to African writers' use of the short story. How can the
realistic depiction of a story be problematic? Realism, per se, is not the
problem; however, as Balogun argues, it is the African writer's over-reliance
on realism that is detrimental to the short story form. In South Africa, the over
reliance on realism was a result of writers' "commitment to political
engagement," and revealed what Ndebele called "indictment" writing (1994,
25). Writers were reduced to "taking a position," which while part of the
rhetorical aspect of writing, it is not the sole endeavor of the creative process.
In short, if the writer's sole intent is to bring attention to a particular issue,
superficial "journalistic sloganeering" takes place and "creative engagement"
ceases. For Ndebele, the writer,
instead of clarifying the tragic human experience of oppression,
such fiction becomes grounded in the very negation it seeks to
transcend... All this because moral ideology tends to ossify
complex social problems into symbols which are perceived as
finished forms of good or evil, instead of leading us towards
important necessary insights into the social processes leading to
those finished forms... [Original emphasis] (Ndebele 1994, 28,
29)
Essentially, realism for African writers, as well as Black American writers, was
a double-edged sword. While it could bring attention to the inequity and
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injustice, and as Ndebele points out, it could also lead to a level of over-
dependence that has, "the writer of indictment soon giv[ing] himself or herself
up to dealing with the oppressive negation on its own terms" (29). While
Balogun's analysis lacks specificity (with the exception of his focus on the
works of Chinua Achebe), his work opens the door for more focused critical
analyses of African short stories.
Short story, as Chinua Achebe notes, provided ample room to explore
the variations on the themes of human interaction, but he found the challenge
was working with and against the restrictions of form, especially within the
genre of short story. Achebe, in the preface to African Rhapsody (1994),
admits that there is no "secret formula" for short story, but he recognizes that,
"we seem to have more [of a] problem accepting unfamiliar forms than
content. The reason perhaps is that the raw material of human experience
does not vary that much while the forms our art can impose on it are infinite"
(xiv). Recognizing the tension between content and form, Achebe notes that
content creatively rendered, heretofore, had been an issue of freedom. His
ideas on the short story form coincide with his insights on "stereotypes," which
he acknowledges are not necessarily malicious, but are a hindrance to the
vision and attention to craft writers "must master" in reclaiming the "telling of
their own stories." Stricken by his fondness for the short story as a form,
Achebe sees it as "a convenient bridge from oral to written literature" (xi), or in
other words, as a natural form for "storytelling." In the introduction to African
Rhapsody Nadezda Obradavic, recognizes the monumental and not always
155
happy task of creatively rendering "a society that has its problems" (xix). He
implores writers to "raise issues that summon men to devise solutions to
problems that are specifically our problems which, although existing in other
places, take on special dimension in our country" (Obradavic xix). Together,
Obradavic and Achebe encourage African writers to embrace the short story
because of its ability to bridge the gap between African and Western literary
modes, worldviews, and the tensions that exist between modernity and
tradition.
Like Obradavic and Achebe, J. de Grandsaigne's African Short Stories
(1985) recognizes the short story as a medium for instruction while
commenting on the tensions of the genre, the particular implications of the
form for "African writers," and the tension between "old" (orature/oral
storytelling) and "new" (literature) forms of storytelling. For the sake of
differentiation Grandsaigne chronicles the various forms of storytelling to date
the emergence of short story as a western influenced literary form within
Africa. He dismisses folktales altogether and immediately links African oral
tradition to the "tale" in Western literature. Despite the wealth and longevity of
orature among Africans, Grandsaigne seeks to define the short story by "what
it is not rather than what it is" (3). In other words, he comes to discuss the
short story by first tracing its development in Europe. While reductive, his
definition by negation is reminiscent of the circuitous means by which many
Black writers have come to producing art that speaks about Blackness. His
assessment of the "topology" of African short story is limited to trying to fit
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African narrative structures into some discernible sequence. Finally,
Grandsaigne avoids relational problems between written short stories and the
orature of Africa; however, to his credit, he does acknowledge the possibilities
in "comparing] the respective narrative techniques of the story-teller and the
narrator of the short story" (10).
Mbulelo Mzamane's Hungry Flames (1986) is a poignant and insightful
critique of the Black short story tradition in South Africa. His pointed
historicity, combined with his sense of literary criticism (which would make
Black Aesthetic theoreticians proud), makes his views of the short story highly
informative. Noting the importance of language to the telling of the story,
Mzamane shows how Black writers honed the bold tenor of the evolving Black
Consciousness Movement in the short story form, as the violent and
repressive measures of apartheid "only intensified such opposition and led to
more outspoken criticism against apartheid" (xxi). He chronicles the short
story tradition in English among Black South Africans from the early 20th
century, to the socio-political writings of Sophiatown and District Six, the
stories of Drum , the brief silence following the Sharpeville massacre, and
through the Staffrider era, which was informed by Black Consciousness.
Mzamane's focus is on the slice of "Black" South African life that usually ends
up missing from the corpus of South African short story. Throughout,
Mzamane points out Black writers' whose attention to craft is at the fore. He
notes that none of the humor, irony, joy, or brutality is sacrificed, as the form's
penetrating intensity creatively renders the contradictions and confusions that
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make Black life in South Africa so rich; nevertheless, Mzamane notes the form
is flexible enough to rework the themes that permeate the particular
experience of Blacks and people, in general.
Charles Larson's introduction to Under African Skies (1997) sees an
interesting paradox that affects Black writing on the continent of Africa and in
the US: the economics of literature. He sees the numerous obstacles African
writers have endured in the past twenty years as a testament to their
perseverance and fictional "resiliency." Also, he notes while their artistic
endeavors are gut wrenching, creative, and lyrical they are not profitable
(especially within the continent). I do not mean profitable in the economic
sense for the book publisher (although that is, as Larson points out, a factor in
the paucity of literary texts produced by Black writers of the continent);
instead, I am referring to profitability in terms of Black writers' inability to earn
a living as writers. To his credit, Larson notes it is not "money" that mainly
hinders Black writing (in the traditional sense), but the lack of disposable
income on the part of the African readership that is most damaging. While a
seemingly insurmountable hurdle in the 20th century for South Africa (the 19th
and 20th century being the corollary for Blacks in the US), literacy is still an
imposing obstacle, as the targeted audience, while literate to an extent
(culturally and in orature) the African middle class has not reached the critical
mass necessary to make writing a sustainable profession. 1 1 Having traversed
the short story in Africa, I will now address the Black short story in the US.
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Black Short Story Anthologies in the US
Written during the heyday of the Black Power, Black Arts Movements in
the US, Langston Hughes' introduction to The Best Short Stories by Black
Writers: 1890-1966 (1966) recounts the double bind that hindered the
acceptance and notoriety of Black writing: the twin hydra of publishers and
profit. As "gatekeepers," publishers/editors used "universalism" as a litmus
test for printing Black short stories, and they reinforced their position with
profitability statistics that were summed up in "there is no audience for that."
Despite such hindrances, Hughes's comments were optimistic, noting Black
writers were receiving international acclaim for their efforts. Conversely, John
Henrik Clarke's introduction to American Negro Short Stories (1967) stresses
the marginalization of Black writing in the US12. As Hughes, Clarke, and
Achebe note, efforts to render Black writing "invisible" did not diminish the
wealth of "thoughts, directions, and indirections" Black writers produced on the
subject of Black life. These writers and critics found the neglect of Black
writing with respect to the short story inexcusable; however, each stops short
of citing the ideology and policies of white supremacy as the "raison d'etre. "13
Coming from the vantage point of a writer, critic, and educator,
Clarence Major's "Tightrope Walking: A Hundred Years of African American
Short Stories" (1993) is a commentary on the viability of short story as a form
for "providing workable metaphors for the ways we live" (55). Major's history of
the short story addresses Blacks' dual (and often dueling) responses to the
oppression of racism and white supremacy: integration or separation. Major's
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historical overview ends where it begins: acknowledging the legacy of Poe's
definition and the impositions of convention on Black writing. These factors
shaped the creative works of Black writers (those who wrote to gain
acceptance from Whites and those who consciously decided to write for Black
audiences). Given his dissatisfaction with then current short story anthologies,
Major in compiling the anthology Calling the Wind notes his criteria for
choosing stories, "included] stories that met Poe's definition of the short story
as well as stories that effectively defied not just [Poe's] definition but other
conventions" (57). In sum, Major's analysis incorporates the synthesizing
nature of Aframerican creative culture into his observations on Black short
story production:
The African American short story is a product of a specific
culture, but not one that developed in isolation. This more or
less self-contained Black culture would have evolved in America
with or without legal segregation. Its evolution was an act of
survival...
These writers are then men and women whose visions
were shaped by growing up somewhere in the US or if they were
born elsewhere by living as Black people in this country. Their
differences are as important as what they share... If the social
experiences of Black Americans vary from region to region, the
historical stages vary [just] as much ... (66)
Major's observations dispel the idea of Blackness being monolithic, even in
terms of literary production. 14 In short, Major notes the movement beyond the
confines of race led them to "probe the 'human universals' through the cultural
particulars" (69) thereby, making the short story form perfectly suited for Black
writers to account for the varied expressions of the "Black experience."
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As W. S. Penn, Northrop Frye, Randall Jarrell, and James Cooper
Lawrence attest, the short story began as a communal form, seeing earlier
versions of the form (i.e. folktales, myths, fables, and parables etc) were not
"authored" by an individual, but were kept alive by the communal memory that
fostered the reproduction of the mores, history, or values that were part and
parcel of the short story's "telling." However, with respect to writing, Gordimer
observes, "The imagination can never be the product of a collective" (194).
Achebe marks it is the movement from oral to written storytelling that has had
a profound impact on African writers' sense of authorship and the concept of
storytelling. Likewise, Major makes a similar assessment in the African
American context when he chronicles the move of short story from (oral)
"public" experience to the "private" experience of creating short story as a
written product. Nevertheless, Keith Byerman argues that short story writers
can be seen as "articulators" of their community as they share "inside access
and insights, but are alienated by the process of education and writing. "15
I will now address the most recent scholarship on the Black short story
as a genre. Offering a number of thematic markers, which he frames against
the familiar dynamic of double consciousness, Peter Bruck's introduction to
The Black American Short Story in the 20th Century (1977) sees the changing
audience and the writer's changing views about that audience as the major
impediment to the popularity of the short story prior to the 1960s (Bruck 14).
The 1960s mark the rebirth of the short story form for Black writers, and while
Bruck sees the "irreconcilable war between the Black writer's social and
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artistic responsibilities" diminishing, the growth of Black short story during the
1960s-1980s coincides with the availability of publishing venues and a larger
reading audience. 16 Blacks have long had something to say, but the problem
has been who was listening?17 His analysis begs the question, "where and
how does the Black short story fit into conversations about the genre and the
theoretical musings concerning its openness?" The sheer volume of short
stories published, in South Africa and the US, from 1960-1996 is striking. 18
However, Bruck briefly acknowledges the dearth of exposure Blacks garner in
the anthologies, journals, and magazines, only to conclude that "the short
story as a genre has remained the Cinderella of Black fiction" (Bruck 15). His
pun is noteworthy as it reveals the "double meaning" that is part and parcel of
the Black writing tradition (signifying and masking) in the US and South Africa.
Just as Cinderella's evil step-mother and sisters held her back, so too did the
editors, publishers, and critics of the literary mainstream, who, as gate-
keepers of the short story form, helped to contribute to the invisibility of the
Black short story form. Finally, Bruck attributes the short story's malaise to the
Black Aesthetician's failure in "... producing viable new approaches" to the
study and articulation of Black creative expression. Although his Cinderella
analogy identifies a persistent problem for Black writers, canon creation and
the "Race for Theory" would take center stage among Black critical writers.
In twin introductory essays, Wolfgang Karrer and Barbara Puschmann-
Nalenz's The African American Short Story. 1970-1990: A Collection of Critical
Essays (1993) reiterates the lack of critical attention given the Black short
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story and the small number of Black short story anthologies, in print.
Wolfgang Karrer's essay, "The History and Signifying Intertextuality of the
African American Short Story," quickly reviews the literature before addressing
Bone's seminal study Down Home
. Karrer acknowledges, "Bone excels in his
analysis of the short story development where he shows how the pastoral
becomes a deformation or accommodation of African American writers to the
dominant culture... "(5). He finds two major problems with Bone's
formulations: "tokenism" and the "generational model." For Karrer, the
"tokenism of the great man/woman approach" was a hindrance to critiques of
Black writing, as writers were constantly compared (right or wrong) to THE
Black writer of the time and had their works castigated if they did not fit the
mold of THE prototypical writer. The "generational" model reinforces this
chasm and skews the "ruptures and continuities" of Black writing, which
caused critics to concentrate on what each generation did, while ignoring what
was passed on and/or revised (4).
Karrer's discussion of the "signifying or intertextual" nature of the Black
literary tradition shows how themes, irrespective of "the[ir] differences, all deal
with verbal and structural echoes between texts" (8). Intertextuality is
accomplished by using different techniques and devices to infuse the works
with the idiom and lore of Black folk, but is it merely verbal or structural, or is it
about keeping a tradition alive by breathing fresh voices into the form, while
keeping alive the voices of those who came before, in a polyphony of authorial
voices? In response to the failure of Modernism, Formalism, Structuralism,
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and Deconstruction to adequately critique the complexities of life in the Black
short story, "[t]he writers of the 1960s and 1970s repoliticized the discourse on
racism. They also reformulated it in far more complex terms. Racism now
belonged to a larger system of social repression in which race became one,
not necessarily the most important coordinate" (Karrer 3). On one hand,
difference forced Black writers to forego one-dimensional analysis of Black
fiction, thereby broadening the discourse of Blackness. On the other hand,
many writers and critics could not forego one-dimensional creative or critical
analysis of Black life or texts. Karrer's discussion of Bone's shortcomings
brings to light the "conflicts of unity." As a symptom of the conflicts of unity,
the "conflicts of allegiance" are realized in the downside of tokenism: trying to
be "the ONE" leaves little room for alliances with anyone other than the "self."
Likewise, the generational model reflects "generational conflict" as a major
impediment to Black unity. Critical discussions about continuities and
disjunctures would have facilitated ideological discussions about the direction
of Black resistance.
Barbara Puschmann-Nalenz's analysis of "the self-reflexive nature" of
preface prose in "Presentation in Prefaces and the Process of Canonization"
addresses the increase in the number of Black anthologies, despite the
continued appearance of a token Black short story (or two). Also, given the
broadened perspective of female writers who opened up new vistas of
thematic terrain and the accelerated demand for new methods of analysis, she
notes the shift in Black writing from "protest and complaint" to works "nurturing
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and celebrating" Black life. By the 1990s, a general language shift reflected
the consciousness of writers, "who do not feel any longer that they have to be
defensive or rebellious in using the black idiom, but rather indulge in doing so"
(Puschmann-Nalenz 16). Accordingly, these forces converge to make "one-
dimensional" analysis of Black fiction obsolete (18):
The opening of the literary canon in the seventies and the
reflection upon the determinators of the canon inspired a growing
awareness of difference and distinctions,... The change in the
poetics of African American literature had become necessary
also as a result of altered conditions in general criticism and in
African American fiction... (Puschmann-Nalenz 22)
At the center of assumptions informing canon formation is the "Politics of
Creation," and at the core of canon debates are issues of ideology and culture.
Writing is about cultural expression as well as telling a story. Implicit in
this endeavor is the experience and knowledge of all participants in the story
matrix: writer, text, and reader's interpretation of the text. Given the
heliocentric predisposition for European standards concerning literature
(aesthetics, style, subject etc.), works "reflecting Black" (experiences, world-
view, and culture) were relegated to the margins and constantly forced to
respond to charges of being sub-standard. Otherwise, they were dismissed as
"non-universal" or of the "protest" variety. Unfortunately, I break rank with
Puschmann-Nalenz's apology that "This absence [of Black writing] from critical
discourse reflects not solely and necessarily disregard, but lack of precise
knowledge and also of the critical tools to locate this fiction" (23). It begs the
question: is Black short fiction so lost that it is not beatable in Western critical
discourse (which in turn, implies it is not on the map of critical discourse)?
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Puschmann-Nalenz's analysis ignores the stinging criticism Black writers
endured while creating viable paradigms that were labeled anti-white and
racist: Realizing that the fair analysis of Black writing was not forthcoming,
Black critics and writers began the arduous process of creating a lens for the
critical reception of Black writing: "The preconceived notions of blackness (and
whiteness), of art and life, of race and sex in recent black fiction ask for re-
interpretation" (Puschmann-Nalenz 22). The need for fairer standards and
"re-interpretations" of art were the impetus from which Black Arts
Consciousness arguments arose. No, this is not to say "color" serves as a
viable lens for critical reception, but in the 1960s-1980s one would be hard
pressed to find a White critic whose critical powers included the awareness
that their education, worldview, and lens for critical analysis was tainted by the
virus of white supremacy. Addison Gayle's "Cultural Strangulation" attests to
the bigotry informing Whites' reception of Black writing. Recognizing the need
for a radical reorientation, Henderson proposes majority critics could come to
know Black writing through the process of "saturation."19
Yes, Black critics and theorists could have provided a more viable
paradigm for analysis, but what was so wrong with using current critical
methods to locate the strengths and weaknesses of Black short story?
Reginald Martin, in "New Criticism and New Black Aesthetic Criticism: Debts
and Disagreements" (1995), argues that the vanguard for Black Aesthetic
arguments were trained in the current modes of critical inquiry and
incorporated those forms into their theories of Black art. They borrowed
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techniques from Formalism, Marxism, Structuralism, and Deconstruction to
forward their ideas and show the double standard inherent in mainstream
criticism. In a similar manner, critics influenced by Black Consciousness used
similar methods for critiquing Black writing. By revealing the prejudicial slant
of Eurocentricism, they showed that Black art passed the mettle of critical
analysis with regard to the edicts of form, style, and the artful use of elements
to creatively "tell" their stories. Finally, Black critics were able to show that
standards were important for Black art's growth, while debunking the myth that
just because someone "Black" wrote it, it automatically qualified as "art."
Conclusion
Any discussion of Black art in a white supremacist society automatically
raises issues of power. When we talk about power, we are talking about
naming, defining, and classifying: in short, the right to include or exclude.
Whether it is defending or justifying the literature, the experience expressed,
or the standards for judging according to the Western canon, it brings up the
baffling concept of privileging. In this case, I am referring to the privileging of
whiteness with respect to literary creation, consumption, criticism, and
canonization. First, privilege colors one's views to overlook cultural biases of
subject, theme, and point-of-view, while extolling the adroit and innovative use
of the same techniques and devices by white writers. This oversight is best
expressed in the concept of the "benefit of the doubt" given to average and
below average white writers. Second, the "other" is scrutinized and held to a
different, albeit double, standard meaning the "other" must prove their
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worthiness: nothing is taken for granted. In short, the "other" does not get the
"benefit of the doubt." Again, it is odd that Black short story would be
relegated to the margins (or as Puschmann-Nalenz states "not necessarily
disregarded]"), when the most insightful critical analysis of the genre
illuminates the marginalized history of the genre and its trademark for
providing space for telling the story of those countless lives that have been
elided, occluded, and ultimately silenced by the more privileged forms of
literary production, consumption, and analysis. I do not agree that more
critical theories concerning Black fiction are necessary; however, more work
explicating the fictional texts of Blacks, in South Africa and the US, is
necessary. Also, more comparative studies of a textual kind would greatly
benefit this effort. That said, let me turn my attention to explicating the
"conflicts of unity" apparent in the short stories of Henry Dumas, Toni Cade
Bambara, Njabulo Ndebele, and Sindiwe Magona.
Endnotes
1 Given the process I have identified as the "Politics of Creation," it is
only logical that an aesthetic consciousness of Blackness would evolve from
the circuitous route Black literary expression has taken. Looking at the socio-
political implications of creative expression, Black Arts Consciousness (BAC)
represents the legacy of the othering process and is the aesthetic angst of
double consciousness. BAC was a declaration of artistic independence from
the colonizing glare of American and South African Letters. BAC was a direct
response to the institutionalized racism, in its various forms, that relegated
Black Literature to the margins of canonical discourse in the US and South
Africa. It is the ideological component of the Black Arts and Black
Consciousness movement and is a similar, but distinctly different discourse
from the rhetoric of Black liberation and equality.
BAC is a separate discourse from the ideological discourse of
liberation; however, it is inextricably bound, to that discourse and was initiated
by the drive to fashion freedom imaginatively. Black Power and Black
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Consciousness ideology recognized the role of literature in the struggle for
liberation, as Black art played a role in raising consciousness and inspiring
Blacks to challenge, politically and creatively, the absurdity of white
supremacy.
In the 1970s, assessing Black Art was a major factor in the articulation
of a BAC. The vehemence with which Black critics, espousing the aesthetics
of BAC, were denounced (as prescriptive, exclusionary, and reductive) is in
direct proportion to the validity of the reguest made by Black critics who
challenged white critics to step outside of their "autobiographical allowance"
and see the world presented in the texts of Black writers in a manner different,
but not inferior, to their own privileged perspective. That is, to see their
criticism as part of the "normative epistemology" that marks blackness as
"other." JoAnne Cronwell-Giles' insightful essay "Afro-American Criticism and
Western Consciousness: The Politics of Knowing" argues, despite the flaws of
"ethnocentrism," BAC created epistemological space that future Black literary
theoreticians used to further the creative and critical discourse. She notes this
ethnocentricism is not:
' "... culture specific. Rather it is systemic, as demonstrated by
the fact that an analogous set of circumstances in the African
world produced a similar kind of extreme centricity in modern
African criticism" (91).
BAC was designed for the very people it sought to empower. It sought
to reclaim Black literary images and cultural artifacts rendered hollow by the
denigrating glare of Eurocentricism. BAC invited Blacks to embrace their
artistic impulses as therapeutic, life-affirming, and counter-historical narrative.
BAC sought to spur Black participation in the reclamation of Blackness, not as
cultural capital nor for its commercial marketability, but as a means of
sustaining Blacks through the struggle in the battle for liberation of the Black
image in the Black mind and Blackness in the white mind. Reading the
literature surrounding the evolution of BAC, one realizes its articulation was
designed as a "fluid" definition, which sought to embrace and include Black
people, in opposition to the balkanizing white aesthetic, which negatively
inscribed Blackness. The downside to BAC ideology was during the 60s and
70s, it yielded a mantra for the prescriptive production of art. In short, BAC
comes from the frustrated efforts of Black writers and critics who were
confounded by the evasive aesthetic of whiteness that prevailed under the
guise of "universalism."
2 Robert Stepto's From Behind the Veil , Stephen Butterfield's Black
Autobiography . Frances Smith Foster's Between the Sides: Afro-American
Women Writers as Mediators , William L. Andrews', African American
Autobiography
.
Joanne Braxton's Black Women Writing Autobiography , and
Paul John Eakin's Fictions in Autobiography: Studies in the Art of Self-
Invention . To date there are no extended comparative explorations of
autobiography (emphasizing Blacks in South African and the US), nor is there
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a comprehensive study of autobiography in the South African literary tradition
Several dissertations address this oversight, but most are concerned with
gendered or thematic readings instead of assessing the organic
ideological/aesthetic relationship between each tradition's use of the genre.
Alice Anita Deck's "I Am Because We Are: Four Versions of the Common
Voice in African and Afro-American Autobiography (1980)," Frank Edward
Moorer's "Creating the Uncreated Features of My Face: The Social Self and
Transcendence in Selected Black American and South African
Autobiographies (1991)," Ignatius Adetayo Alabi's "Continuities and
Divergences in Black Autobiographies of Africa and the Diaspora (1998),"
Siphokazi Koyana's "The Heart of a Woman: Black Women's Lives in the
United States & South Africa as Portrayed in the Autobiographies of Maya
Angelou and Sindiwe Magona" (1999), and Benjamin Odhoji's "'Restorying'
the Margins: Patterns of Self-Representations in Contemporary Black South
African and African American Autobiographies (2000)."
3 In creative terms, the "self literally followed the process I have
outlined in the Politics of Creation. Both were othered; however, while the
steps to produce the "othered" state were different, the results were the same:
a colonized and fragmented self that wavered between self-hatred and
loathing. It is worthy to note because a sense of cultural being for each went
through the process of dehumanization in the othering process. Both were
alienated from their bodies, displaced, and given no authority over the land
they were forced to work, in exalting white culture, thought, and behavior that
which was marked black was deemed inferior: in essence, it was debased.
4 This is evident in the presence of "free Blacks" in a slavocracy.
5 If we lived in a perfect world, art for the sake of art would be an
achievable, even sought after goal. It is nothing new to say Black literature is
political, as it provides a social realism that speaks against injustice. Writing
for Blacks has been and is a political act. It is difficult, if not impossible, to be
Black, fashion one's self a writer and not participate in the political nature of
Black creative expression. I bring this up to illustrate a point. As Addison
Gayle puts it, white supremacy implemented "cultural strangulation" on Black
creative expression. This long and sordid discussion started with Phillis
Wheatley. Like Phillis Wheatley, many Blacks suffered the indignities of
having their attempts at writing demeaned as an aberration or oddity on the
level of a "talking dog." This may appear as an oversimplification and an over-
reaction, but it does not negate the original method for dismissing Black
expression that is best illustrated in the group of white sponsors of the
Wheatley Court who confirmed the "authenticity" of her poetry. Issues of
authenticity and authorship resurfaced with the Slave Narratives. For more
information consult Andrews' To Tell a Free Story, Bell's The Afro-American
Novel and its Traditions, Butterfield's Black Autobiography in America , Davis
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and Gates' The Slave's Narrative. Frances Smith Foster's Witnessing Slavery .
McDowell and Arnold Rampersad's Slavery and the Literary Imagination.
Sidonie Smith's Where I'm Bound. Valerie Smith's Self-Discoverv and
Authority in the Afro-American Narrative, and Stepto's Beyond the Veil.
6 The language of Blackness is the biggest commodity of cultural
currency still being exploited/exploded among Black youth in both locales.
7 Among the number of journals and magazines that published Black
South African literature Tsala ea Becoana is the only "known" newspaper.
The magazines and journals of the late 19th and early 20th century include
Kaffir Express (renamed Christian Express and South African Outlook ). The
Bechuana Gazette , African Opinion (Imvo Zabantsundu ), llanga Lase Natal
,
Bantu World
,
African Observer
,
and Outlook . In the 30s and 40s Journals
publishing Black works included Drum
,
Afrika
,
Bona
,
Zonk
,
Contrast
,
Black
Orpheus
,
Ophir
,
Izwi, and New Coin
. The earliest journal/magazine Imvo
began in the latter part of the 19th century and was still active into the 1960s,
but was supplanted by The Classic , Purple Renoster , Fighting Talk , Guardian
(New Age, New Era ), Africa South , New Africa , Transition , New Nation , New
Coin
,
Bolt
,
Izwi
,
and Staffrider .
8 Chesnutt's The Conjure Woman and Other Conjure Tales (1899) ,
would be the second published collection of short stories, by a Black American
The first goes to Paul Laurence Dunbar whose Folks from Dixie , which served
as a precursor for Hughes's Simple stories, was published in 1898.
9 Despite pronouncements that Black Literature is mainly a male-
dominated form, the short span between the introduction of the short story in
Aframerican Letters and the first short story written by a Black woman is
miniscule in comparison to South Africa or mainstream American Literature.
Frances Ellen Watkins Harper's "The Two Offers" and "Our Greatest Wants"
(1859) were published six years after Douglass's "The Heroic Slave" and 30
years before Chesnutt's published collection of short story. Also, in terms of
collections published, Zora Neale Hurston's Spunk came out only 35 years
after Chesnutt's The Conjure Woman.9 In South Africa, Olive Schreiner's
Dreams
,
published in 1891, would signal the beginning of women writer's
utilizing the form; however, it would take another 75 years before Bessie Head
would break the drought for Black women with her collection of short stories
entitled The Collector of Treasures, which has since been followed by stories
from Ellen Kuzwayo, Miriam Tlali, Gcina Mhlope, and Sindiwe Magona.
10 Fjre Opportunity , The Crisis , and Messenger during the New Negro
Movement and Negro Story , Abbott's Monthly, Chicago Defender, Negro
Digest and Challenge (New ) provided valuable space for the growth of the
Black short story form, in the years following. In the 60s and 70s,
these
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publishing houses included Third World Press (Chicago), Broadside Press
(Detroit), Drum and Spear Press (Washington DC), and Lotus Press (Third
World continues to publish today) and the Journals included Black Dialogue
(64-68, Frisco & 69-72 NY), Black Theatre (69-72), Soulboo k. Journal of Black
Poetry
,
Black Studies, Negro Digest/Black World , and Black Books Bulletin .
In the US, the slow introduction of Black writers in mainstream
publications, which included Survey Graphic . Nation
. Modern Quarterly
Saturday Review
,
New Republic. Left Front
. Anvil
.
Poetry
, and New Masses!
helped to forward the form for Black writers and increase its familiarity, despite
the "different" subject matter, tone, point-of-view, etc.
1 1 It should be noted that Heinemann is "digitizing" numerous African
texts for easy access. Unfortunately, the digital divide has created another
level to the literacy issues of the continent.
12 The introduction is a shortened version of an article, "Transition in
American Negro Short Story," published in Phylon 21 (1960), 360-66.
13 During the late 1960s and early 70s a number of anthologies of Afro-
American literature were produced. While they do not focus solely on the
short story, Abraham Chapman edited Black Voices (1968) and New Black
Voices (1972). Larry Neal and LeRoi Jones (Amiri Baraka) compiled Black
Fire: An Anthology of Afro American Writing ; Toni Cade Bambara followed
with The Black Woman: An Anthology (1970) and Tales and Stories of Black
Folk in 1971 and Sonia Sanchez's We Be Word Sorcerers: Twenty Five
Stories by Black Americans (1973) would round out the anthologies of the era.
Nevertheless, Woodie King's dedication to Black Short Story Anthology , which
I have taken the liberty to include in total, remains the notable exception.
This book of short stories is dedicated to Hoyt W. Fuller. It was he
who made me aware that the National Endowment of the Arts
supports short-story anthologies that never include any Black
authors. The white editors select most of the anthology stories from
little magazines that never publish Black authors. The editors of the
anthologies, the Federal Government, who supports them, and the
racist literary magazines perpetuate racism in publishing by ignoring
Black writers and Black literary magazines. As if Urbanite ,
Freedomwavs , Liberator , Black World , Black Dialog , Umbra , Journal
of Black Poetry , Soulbook , Black Scholar , and c never existed. And
indeed as if Black short-story writers never existed. I felt it
necessary to do what little I could to change this misconception,
(vii)
14 While Major's assessment rings a similar note to George Schuyler's
1926 essay entitled "The Negro Art Hokum," he factors in the nuances of
geography, class, and origin (an aspect of ethnicity) as variables to complicate
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the differences within the rubric of Blackness. In "The Neqro Art Hokum"
Schuyler advocated that Blacks' experience of oppression,TfrLnsposed onTo
any other people would have produced creative works similar, to thoseproduced by what he called "lamp blacked Anglo-Saxons."
15 If history belongs to the master narrative and the short story as a
written form, is to some degree an extension of said narrative, it is remarkable
how these writers bring together tradition and modernity in their stories while
challenging the preeminence of the master narrative.
16 There were costs for Black success; while one door opened (Crisis
and Opportunity), another one closed, as the 'tokenism' of a "representative
writer" prevailed among the literary mainstream. Even with Black magazines
relatively free from the prejudices of race and the crossover appeal of
Langston Hughes, Bruck attributes the short story's downfall to the popularity
of Wright's Native Son
,
and the US's fascination with the novel in general.
17 This paradox recalls Houston Baker's idea that even during the
heyday of the Black Arts Movement the writers' call to a literate Black
audience went unheeded. In The Journey Back he notes by the time Blacks
heralded the Black Aesthetics' arrival, a Black "literate" audience was still
coming into being. It took Blacks until the late 1980s, early 1990s to develop a
reading audience commiserate to what artists and critics had anticipated,
because "... for all too long, no tangible, literate, accessible black collectivity
[existed] to answer the black writer's query, Is there anybody there?" (140).
18 Wright's Uncle Tom's Children (1938) would be one of three short
story collections published between 1938 and 1958. This "nadir" does not
reflect the number of short stories written during the era, but reflects the fickle
nature of the literary mainstream with respect to the "non-universal" subject
matter of the Black experience. Preston Yancy's The Afro-American Short
Story: A Comprehensive, Annotated Index with Selected Commentaries
(1986) and Catherine Dubbeld's Reflecting Apartheid, South Africa Short
Stories in English with Socio-Political Themes, 1960-1987: A Select and
Annotated Bibliography (1990) reveal a great deal of writing occurred during
these times.
19 Henderson defines "saturation" in the following words:
In other words, just as it is misleading to speak of theme to the
exclusion of structure and vice versa, it is difficult, if not
impossible, to speak honestly about saturation without
considering these other two. In addition, one must not consider
the poem in isolation but in relationship to the reader/audience,
and the reader to the wider context of the phenomenon which we
call for the sake of convenience, the Black Experience. (62)
173
CHAPTER 6
STORYTELLING AND THE CONFLICTS OF UNITY
What is common to these writers is that they are storytellers not
just case makers. They give African readers the opportunity to
experience themselves as makers of culture. They make it
possible to realize that, in the making of culture, even those
elements of life that are seen not to be explicitly oriented to
resistance are valid. (Ndebele "Turkish Tales")
Introduction
Thus far, I have provided the context for these similar geo-political and
creative situations, and I have argued for the validity of the short story as the
resistant form. I have discussed how British Literature's diminution of
American and South African Letters was repeated in American and South
African Literature's diminishment of the creative contributions of Black South
African and American writers, and I have shown how the short story's
evolution, especially with respect to American Literature, has mirrored the US
and South Africa's discourse about Blackness. Also, I have argued for the
viability of the short story form for Black writers who grappled with reality and
found the form was both appropriate and functional for their "urgent tellings" in
the counter discourse of Blackness.
The final chapter is devoted to the "urgent tellings" of Dumas, Bambara,
Ndebele, and Magona, via the short story. First, the "politics of creation"
provides a context for a substantive analysis of the "conflicts of unity" in
Dumas, Bambara, Ndebele, and Magona's "urgent tellings." Next, I discuss
storytelling as a narrative posture that allows the writers to introduce aspects
of Black life that were marginalized, by mainstream resistance ideology, but
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equally necessary in the struggle against oppression and exploitation. Then I
discuss the tensions of group identity that come to a head in the all
encompassing term Blackness, which leads to a discussion of the "conflicts of
unity" as a by product of resistance rhetoric that was racialized to promote
uniformity under the guise of unity. This is followed by a discussion of the
"generational conflicts and conflicts of allegiance," as the most obvious
symptoms of the "conflicts of unity" made manifest throughout the "imagined
community" of Blackness, since freedom and liberation became a reality.
Finally, I dedicate individual sections to the short fiction of each writer. Each
section contains a brief literature review about the writer and analysis of their
creatively critical engagements of "living Black" to textually explicate the
conflicts of generations and allegiance as symptoms of the "conflicts of unity."
We begin during the tumultuous times of the 60s. The first section is
devoted to Henry Dumas, the Black male writer whose work is intimately
familiar with the Black rural and urban experience. His narrators include child
protagonists, but, mainly, he relies on narrators who are "coming-of-age" in a
world that is hostile to Black maleness. We then turn to Toni Cade Bambara,
whose short stories display narrative shifts that run the gamut from
participant/observer to detached/observer; from child narrators to child
narrator protagonists; and finally to the deeply introspective narrators who rail
at life, while clinging desperately to the hope that keeps '"em movin, strugglin,
and climbin." Next, we transition across the Atlantic Ocean to South Africa,
where Black Consciousness is vehemently opposing the ever-tightening grip
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of apartheid rule. Section three starts with Njabulo Ndebele's beautifully
written stories of Black life in the "between land" that reflect the deep divides
(generational, class, educational) within Johannesburg's townships. Ndebele
utilizes omniscient narrators who give us Black life from the perspective of the
young. The age of the protagonists and the perspective of the narrator
progresses along with the sequence of stories in Fools . We end with Sindiwe
Magona's poignant stories of Black life as people struggle, not only to survive,
but to live. Her narrators give voice to childhood memories and the lost
memories of children whose lives have been profoundly affected by conflict.
Redalling Matthew Arnold's formula "for the creation of a master-work of
literature, "1 it is imperative that we understand the context in which these
writers' consciousnesses were forged. These writers are historically situated
within the major resistance movements of the era, 2 as their writing careers
were forged during the Black Power and Black Consciousness movements of
the US and South Africa respectively. From this we become aware of their
efforts to stretch definitions of Blackness, their participation in the liberation of
African peoples, and their "musings" on unity and the "fallacy" of freedom.
More to the point, their writings represent the tension inherent in "the Politics
of Creation." Briefly, as Black writers and the short story resist the limitations
of imposed definitions (that do not reflect the internalization of externally
mediated definitions), while moving towards self-definition, we discover that
Blackness and the short story reshape the socially constructed groupings
designed to "fix" categories of people and genres. As I mentioned in chapter
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three, artistic awareness grew from the counter discourse of Blackness and
results in what I call "Black Arts Consciousness," which is the aesthetic
articulation of cultural nationalism. "Black Arts Consciousness" found its fullest
articulation in Black Aesthetic and Black Consciousness criticism that
recognized the viability of art as a means for educating the masses about
revolution and the function of the artist in fostering resistance. These
measures were necessary to offset the stifling gaze of white supremacy that
was veiled under the guise of literary criticism. Since the 70s in the US and
the late 1980s and early 90s in South Africa, Black Arts Consciousness
reached greater clarity in the wealth of Black literary theory that has since
been produced. "The Politics of Creation" is the creative energy that co-
existed, however uneasily, with the ideological tenets that narrowly addressed
the ills plaguing Blacks.
Reading the corpus of Dumas, Bambara, Ndebele, and Magona's work
combined with K. Anthony Appiah's astute observations, in My Father's
House
,
of the paradox of Blacks relying on a racialized discourse designed to
promote their inferiority, in order to promote unity within the ranks of color, I
arrived at what I call the "conflicts of unity." Each writer brings her/his unique
perspective to the conflicts impeding unity: namely, what David Myles Jones
calls "the politics of confrontation" (57). According to Jones, the "politics of
confrontation" comes from the aesthetic, political, and social altercations
(expressed physically or rhetorically) that usually occurred when people
categorized as "Black" confronted one another about their commitment to or
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their consciousness with regard to change—provided it was consistent with
the mantra currently espoused by the majority of Blacks or the designated
"leader" of the moment.3 Also, "the politics of confrontation" resulted in
feelings of alienation during these trying times when Blacks sought to define
the "essence" of Blackness. Dumas, Bambara, Ndebele, and Magona
marvelously explicate these issues in their short stories. Given the multiplicity
of stories, themes, and points-of-view they probe in their fictional worlds, our
view of the "conflicts of unity" gets fleshed out in these writers' treatment of
"generational and allegiance conflicts." Their stories reveal the commonalities
of resistance strategies and the contradictions in resistance rhetoric, examine
the aesthetic arguments elicited by "Black Art," and complicate questions of
identity, while exhibiting the complexity in Black creative expression. These
four writers' use of the short story form shows everyday life as a viable
location for representing Black life. Also, they provide a commentary on the
vagaries of freedom and the changing meaning of Blackness and resistance.
More importantly, they use the short story as a space for dissent and to test
the limits of one's "allegiance" to Blackness. Lastly, these writers interrogate
"generational" gaps, which reveal the unaddressed schisms that threatened
the community's ability to critically engage differences embedded in their
unified responses to White supremacy.
Due to the limitless possibilities of the form, their short stories deal with
a number of themes: death, religion, spirituality, music, the craft of writing,
knowledge, revolution, family, community, and responsibility (to name a few).
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Interspersed throughout, they share their particular perspective on life. To
their credit, like their literary predecessors from the "mainstream" literary
tradition and those indigenous to their locales, Dumas, Bambara, Ndebele,
and Magona do not lack creative flair. They breathe life into an otherwise
marginalized genre (the short story) and subject matter (Blackness and Black
life). Dumas, Bambara, Ndebele, and Magona simply avoid "telling" the
"official" story; they avoid white supremacy's tendency to "tell" what Black life
is based upon biased and prejudicial views of not only how Black life should
be lived, but also how it should be viewed. They remain true to the elements
of orality, orature, and oral tradition through the art of "framing" a story, which
was perfected in American and South African Letters by Charles Chesnutt,
Zora Neale Hurston, Charles Bosman, and Peter Abrahams. In essence, they
are consummate storytellers.
Storytelling
Walter Benjamin's astute reflections on art, culture, and modernity, are
presented in a collection of essays entitled Illuminations . In the essay "The
Storyteller," he correlates the downfall of storytelling as an art form with the
diminishment of "experience" as a primary source of knowledge. Modernity's
push for history's authority as the bedrock of knowledge, in turn, superseded
the authority of experience (tradition). Because he sees writing as a medium
for storytelling, Benjamin's analysis of storytelling, which includes the advent
of technology and the rise of the novel, puts the concept of storytelling into
perspective for modern writers. In short, Benjamin clarifies the "storyteller's"
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function: "A great storyteller will always be rooted in the people, primarily in a
milieu of craftsmen" (101). In terms of her own writing, Bambara elaborates:
Stories are important. They keep us alive. In the ships, in the
camps, in the quarters, fields, prisons, on the road, on the run,
underground, under siege, in the throes, on the verge—the
storyteller snatches us back from the edge to hear the next
chapter. In which we are the subjects. We, the hero of the tales.
Our lives preserved. How it was; how it be. Passing it along in
the relay. That is what I work to do; to produce stories that save
our lives. (Bambara 41 , Black Women WritersV
In Benjamin's comments on modernity, he notes "We have witnessed the
evolution of the 'short story,' which has removed itself from oral tradition . . ."'
and how storytelling is not "a job for the voice alone" (108). This explains
these writers' use of orality or oral tropes to pass on their "urgent tellings,"
since "[mjemory creates the chain of tradition which passes a happening on
from generation to generation" (Walter Benjamin 98). For Farah Jasmin
Griffin, Bambara serves a critical role in connecting the past, present, and
future in her fiction through, "The young [who] are bearers of the dawn, but
only if they are informed by and have respect for the wisdom of the ancestors
and the elders. Furthermore, they are responsible for the world that the
unborn inherit" (230). Magona takes the responsibility seriously and
Confronts the permeability of time, by bridging generational gaps and history's
erasures in To Mv Children's Children . Magona, the writer, muses:
When I am old, wrinkled, and grey, what shall I tell you, my
great-granddaughter? What memories will stay with me of days
of yesteryear? Of my childhood, what shall I remember? What
of my young womanhood, my wifehood, and motherhood? ...
what memories will linger, what nightmares haunt me forever?
How will you know who you are if I do not or cannot tell you the
story of your past? (Preface)
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Toni Morrison in her essay "City Limits, Village Values" (1981) takes the
idea of "the generational chain" and "memory" one step further.4 It is
Morrison's understanding of the "ancestor" as a "mythical figure" that connects
Dumas and Bambara's fiction, but also helps this writer see the same
connections in Ndebele and Magona. Noting the movement of Blacks from
their rural roots to their urban dwellings, Morrison finds, "what is missing in city
fiction and present in village fiction is the ancestor" (39). It is the presence of
the mythical figure in their short stories that are an example of an oral trope.
The presence of the "ancestor or mythic figure" in their stories is reflective of
orality in that the "storyteller"—the person noted for telling the stories "the
community needed to know" (Frye 6)—was an elder in the community. In the
African and African American community, "elders" were respected; many
served as mythic figures—sages, teachers, or the one who was always
looking out for the young people. Their storytelling consisted of passing on the
wealth of wisdom from their experiences—both lived and observed—in the
form of anecdotes, historical musings, and stories that were rich in humor,
irony, and the mores to which all young people were to aspire. Examples of
these "mythic figures" are evident in the "old colored man" in Dumas's "Ark of
Bones," Tyros in the "University of Man," and the protagonist in the story of the
same name: "Fon." Bambara's short fiction is filled with ancestral or mythical
figures the likes of Bovanne in "My Man Bovanne," Maggie of "Maggie and the
Green Bottles," and Ma Dear in "Survivors" to name a few. Ndebele's mythical
figures include Lovington in "Uncle" and the prophetess in "The Prophetess."
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Besides the elders in "Drowning at Cala," "Madhlomo," from the story of the
same name, stand out as Magona's mythical figures. Likewise, the malaise
that is endemic to their short stories is based in the fact that "[t]he worst thing
that can happen in a city is that the ancestor becomes merely a parent or adult
and is thereby seen as a betrayer
-one who has abandoned his [her]
traditional role of advisor with a strong connection to the past" (Morrison 40).
It bears noting that each writer shows the futility of "parenting" in her/his fiction:
most notably in Dumas's "Harlem," Bambara's "The Lesson," Ndebele's "The
Test," and Magona's "I'm not Talking About that Now!" It is the silencing of
this mythical figure that makes "salvation" an important issue. What makes
Morrison's comments so instructive are the fact that all four writers address
Black urban life and the interruptions to the cultural transmission that each
community experiences. In terms of Black literary production Morrison notes,
And what beguiles me is the way in which the absence or
presence of an ancestor determines the success of the
protagonists. For the ancestor is not only wise; he or she values
racial connection, racial memory over individual fulfillment.
Fighting the ancestor frequently occurs, but the devastation of
the protagonist never takes place unless he succeeds in ignoring
or annihilating the ancestor. (Morrison 1981, 43)
Benjamin's concern with storytelling in modern society and Morrison's concern
with fiction's "success" do not have anything to do with marketability or
profitability; however, both are highly concerned with storytelling's role in
cognitive development and disseminating information crucial to the health and
survival of the community. In short, Morrison's comments on the "ancestral
figure" are consistent with Benjamin's interpretation of the storyteller:
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In fact, one can go on and ask oneself whether the relationship
of the storyteller to his material, human life, is not in itself a
craftsman's relationship, whether it is not his very task to fashion
the raw material of experience, his own and that of others, in a
solid, useful, and unique way .... Seen in this way, the
storyteller joins the ranks of the teachers and sages. He has
counsel—not for a few situations, as the proverb does, but for
many, like the sage. (Benjamin 93, 108)
Benjamin's musings explain the malaise that hampered the critical reception of
the short story and Morrison's observations explain the "failure" of short fiction.
Taken together Benjamin and Morrison help explain the generational conflicts
in the fiction of Dumas, Bambara, Ndebele, and Magona.
What is the "nature" of literature? Is it regeneration? Given the nature
of orature and literature, literary devices can become conventions or staples of
a tradition through repetition. Without revision, repetition does not lead to
regeneration but calcification. Once repetition has become conventional or the
standard of the literary tradition (the same held true in Western oral traditions),
any alteration would be looked upon as a deviation and a signal of non-
conformity. For African culture, and African American culture, improvisation
is/was a mainstay of the oral tradition and the life-blood of this dynamic
tradition. Because of the short story's relationship to the oral tradition, it is
safe to assert that the form naturally seeks regeneration, for the fluid nature of
orature demands that literary devices be in a constant state of flux:
contraction, contestation, negotiation, and expansion. Also with respect to
literary devices, resistance is a natural outgrowth of the calcification fostered
by literary standards. In short, literary standards, as a "center or basis for
judgment" are prey for contestation, resistance, and ultimately transgression.
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Arguing for the displacement of Western standards and experiences as
the "norm" for the world, Ngugi Wa Thiong'o's appeal for "moving the center-
are echoed in Michael Chapman's call for the "collapse of the old binaries"
(227). Recalling the idea Deleuze and Guattari advocate in "What is a Minor
Literature", of "burrowing" and creating an "opening," Bambara sees in this
"line of escape" the "possibility of invention" (12). While many consider "flight"
a negative, Bambara recognizes the subversive potential of the "opening":
What informs my work as I read it . . . --are the basics from which
I proceed. One, we are at war. Two, the natural response to
oppression, ignorance, evil, and mystification is wide-awake
resistance. Three, the natural response to stress and crisis is
breakdown and capitulation, but transformation and renewal too.
(as qtd. In Evans 47)
For Bambara, resistance is about physical, psychic, and spiritual confrontation.
She speaks of confronting the hegemonic assault of images, words, etc. in a
simple manner that sustained the ancestors: with stories. The fight/flight reflex
is at the core of resistance debates, and Lovington's disappearances in
Ndebele's "Uncle" are a case in point. As an uncle and alternate father figure,
his role is vital in providing discipline and guidance in the life of his nephew.
On one hand, one can read his sojourns as cavorting or the rejection of
responsibility. On the other hand, as an artist, Lovington understands the
need for space to practice his "art" of telling stories with music. In sum, his
"disappearances" are not "flights" from responsibility, but Lovington's
"disappearances" are based in his understanding that amidst the chaos and
demands placed upon him by family, society, and the community, he must
provide himself an "opening" to create. The space to create is his responsibility
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to not only himself, but to his nephew, his sister, and to the community. In this
sense, storytelling, even in music, is a legitimate alternative to the "the
breakdown and capitulation of stress and crisis" (Bambara 42). Commenting
on Ndebele's use of a nameless young boy as narrator, in "The Prophetess,"
who brings together the wisdom of the old with the vitality and determination of
the new through his ability to "heal his mother, John Collins sees healing is
central to this story, in particular, and the story cycle of "Fools" in general, as it
reflects the "course an emergent generation [can] take" (81). For Dumas,
Bambara, Ndebele, and Magona, healing is at the core of their "urgent tellings"
that represent storytelling as resistance, sustenance, and transformative.
With respect to storytelling, what is the difference between orature, oral
tradition, and orality? For this discussion, orature is the body of oral literature
that exists individually and collectively in Black Culture. Orature is preserved
through the oral transmission of stories, songs, praise poems, and history of
the respective culture/people. Orality is the use of elements from the oral
tradition in modern written literature and the oral transmission of stories etc.
Oral tradition is the legacy cf passing on stories and history orally, which in
turn leads to a body of orature being produced. Aspects of orality from the
oral tradition of people of African descent is the "call and response" interplay
between the teller (narrator) and the hearer (audience); the attention to
language that manipulates the multiple meanings of words (via inflection and
diction); and the manipulation of narrative techniques that demand the story be
"heard" in its telling. Even when read, storytelling is an "aural" experience.
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How the story is told impacts the story that is "heard." "Framing" the
narrative or the "framework" narrative is a technique by which a tale, anecdote,
or story is incorporated into the narrative.5 Bertram Ashe, in From Within the
Frame, acknowledges three forms of "framing" in Aframerican expressive
culture: the "formal (open/close) narrative frame, the "embedded narrative"
frame, and the "frameless" narrative frame (4). The "formal" frame is the
method of introducing at the beginning of the narrative the speaker/listener
dichotomy within the story. In short, the narrator is the person to whom the
story is told (the listener). The narrator (listener), in telling the story is
reiterating (for better or worse) what they have heard. The "embedded" frame
is the insertion of a tale, anecdote, or story within the confines of the narrative.
The narrator can "open and close" the frame or she/he may surreptitiously
insert the frame without "official" notification to the reader. Ashe's genius is
the introduction of the "frameless" narrator who "represents the spoken-voice
of storytelling" and "demonstrates the way the 'frameless' frame texts,
independent of an explicit frame, negotiate with an implied frame" (Ashe 2, 7).
In short, the "frameless" frame intimates that the narrative is told (heard) from
a "black spoken voice" (Ashe 4).
6
As a narrative technique, the complexity of Magona's "framing"
deserves mention. The technique of framing is notable in Living Loving, and
Lying Awake at Night as Magona frames the plight of Black domestic workers
who find themselves in conflict with their White "medems," each other, and the
system of apartheid. On one level, Magona "frames" the story cycle of Part I
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with the remembered "story" of her aunt's leaving and her "reflections" on her
own leaving. On another level, she utilizes the "frameless" narrative technique
by telling the story of the domestic workers as they tell the story to Atini. On
still another level, within the Part I story cycle, we learn that the woman who
has "left" her children is Atini: the same person who remembered her "aunt"
fleeing" and serves as the narrator/listener of the different domestic workers'
stories. Magona shifts the point-of-view of each story by having the various
women tell their story to Atini, who, in turn, serves as the translator of the
frustrations, dreams, hopes, and confusions of Black female domestics.
"Sheila" is one such example as Sheila literally "tells" her story to Atini during a
tea break. Part I begins with "Flight," where a marriage had been arranged
between Atini's "aunt" and her kin (uncle) and, contrary to tradition, the young
wife exercises her right to make her own choices regarding her life and
destiny. The "aunt's" decision to run away serves as a bittersweet memory for
the protagonist of "Leaving," who recalls the incident when she finds herself
burdened by the impossibility of her own situation: "I cannot remember her
face at all. It was a long time ago and perhaps she had not tarried long with
us. I don't know. But I remember her leaving. And that is because it taught
me about determination, the power of one's will" (Living 61). In "Leaving,"
contrary to tradition, Magona juxtaposes the idea of men leaving to "provide
for the family" with a young mother's decision to abandon her young children
so that she can find work despite the fact "her husband was not one to
remember his wife once he was in the gold mines of Johannesburg [and] ...
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unlike the husbands of most women in the village, her husband would never
be a provider: not to her, not to his children ..." (Living 7). Since apartheid had
a hand in separating Black families, Magona pointedly shows Black women's
struggles to survive and their role in the struggle to resist the strictures of
Apartheid. In sum, Magona shows that Black women, by sustaining the family
in the "private sphere," were just as "committed" to ending the oppressiveness
of apartheid in the "public sphere."
This leads to Bambara's title story "Gorilla My Love." In "Gorilla My
Love," Bambara utilizes what Ashe calls the "frameless" narrative frame in
order for Hazel, the young protagonist narrator, to recount her "Hunca's" name
change and the sense of betrayal she feels when she learns of his impending
nuptials. Hazel's uncle's name "change" mirrors the various names used to
identify the narrator/protagonist—a. k. a. Scout, Badbird, Miss Muffin, Peaches,
and Precious: "That was the year Hunca Bubba changed his name. Not a
changeup, but a change back, since Jefferson Winston Vale was the name in
the first place. Which was news to me cause he'd been my Hunca Bubba my
whole lifetime, since I couldn't manage Uncle to save my life. . . Not that
Scout's my name" (Gorilla 13). These different names reflect different aspects
of the same person and how people can see the same person differently.
For Bambara, framing the story around the theme of adult betrayal
(since children are not to be taken seriously and their rights are immaterial) is
particularly salient. It shows "grownups playin a change-up and turning you
round every which way so bad" (Gorilla 20), which is mirrored in the injustice
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the children experience in being taken advantage of by the local movie
theater's faulty advertisement for a movie entitled "Gorilla, My Love." The
children pay their fare and are shortchanged by a film that does not live up to
its billing:
So the movie come on and right away it's this churchy music and
clearly not about no gorilla. Bout Jesus. And I am ready to kill,
not cause I got anything gainst Jesus. Just that when you fixed
to watch a gorilla picture you don't wanna get, messed around
with Sunday School stuff. (Gorilla 15)
When they confront the powers that be, their pleas are rebuffed. Unable to
gain redress from theater management, Hazel leads a rebellion to express her
"unutterable" feelings of powerlessness. In the end, Hazel's sense of
powerlessness is trumped by her ability to usurp "authorial control" of the
narrative through the use of a frameless framed narrative that incorporates an
"embedded narrative" to contextualize the sense of betrayal Hazel
experiences.
In a manner similar to Bambara, Dumas inserts an embedded narrative
(via the tall tale) into his "frameless" story "Double Nigger." Without "officially"
introducing the narrator as listener, the reader is greeted to "hearing" a story
told by the narrator, as if you were there. The story includes an embedded
narrative frame of Grease's tall tale of a well water's origins that leads to
Grease being dubbed a "double nigger—because he "lies so much." Four
friends (Grease, Blue, Fish, and Tate) are journeying back to their home (New
Hope) after work, when they opt for a shortcut through the woods. Tired and
thirsty, they encounter an empty house and a well. Grease claims that the
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well is contaminated: "Don't drink this here maggot water, boys. I know I'm
tellin you the truth" (Goodbye 67). Grease recounts the story about how he
had an unwilling hand in polluting the well. For his troubles, they deny him a
drink, but Tate makes a jar full of the water and stashes it in his pocket. As
they make their way down the road, they are confronted by an old white man
and his girlfriend, who accuse them of "lyin," trespassing, and stealing water
from his well. They deny any wrong-doing, but the white man notices the
water jar in Tate's pocket. Grease jumps into action and comes up with a
story: "That's niggerwater for my feet,' said Grease. 'I got bad feet, and suffer
with short Wind'" (Goodbye 72). The old white man who "ain't never heard of a
nigger fallin' out" (Goodbye 72) is assured by Grease that he only fell out after
"totin a rock weigh three times my size" (Goodbye 73). Unsure, the old white
man moves on and the four friends continue their trek home when Grease
confesses,
'I swear fore livin God, may cowshit stand up and walk, I swear.
You niggers listenin? I swear, I ain't foolin round no more. No
more lies for me. The truth for me!'
'Aw, you a damn lie,' said Fish. 'You a lie and don't know
why. Shet up and come on.'
'Yeaah,' said Blue. 'Double Niggaahh!' (Goodbye 75).
Grease was known for "playin' too much" or always joking around so that
when he was telling the truth no one knew whether to believe him or not.
Dumas's insertion of the tale about the well gives dramatic tension and a
comical element to an otherwise deadly situation. In the end, Dumas's
narrative technique—the frameless narrative frame of "black speech being
spoken" and the embedded narrative frame of the tall tale—helps him "create"
190
a setting in which the hostility and comedy of life collide in a manner that is not
solely dependent on realism, but is reflective of the real life experiences of
Blacks in the American South, during the 1950s and 60s.
Finally, Ndebele relies on two "embedded narratives" to make additional
commentary on the power of belief and the emptiness of some nationalist
rhetoric in his story "The Prophetess." Also, Ndebele uses this framing
technique to introduce Black public space and an instance of boasting. The
traditional tree where many would gather to listen to such tall tales is replaced
in Ndebele's story with the shared public space of the bus.7 In this manner,
the tree is still part of the tradition via the vine that is the center of the story's
controversy. It is the "sticking" or staying power of the prophetess' vines that
is called into question. Her reputation within the community protects her fruit,
as the community of believers respects her authority: "that vine, it was on the
lips of everyone in the township every summer" (Fools 33). The tale of the
vine grows as riders chime in repeating the validity of the prophetesses'
power, until an "educated" young man debunks the tale as an unsubstantiated
myth. The vine, literally and figuratively, connects the Black community as
everyone looks for a way to protect the fruit of their labor; the tale is an
example of the power of belief that can unite and/or divide individuals and/or a
community. First, it reveals the power of story as it brings together the
workers of this community. Second, it offers a pointed critique about the
vagaries of myth and superstition. Third, it reveals the power of belief. Finally,
it reveals the thin line between fact and fiction, which in the context of "The
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Prophetess" mirrors the tension between modernity and tradition in African
writing, and illustrates what Ndebele has shown to be integral to storytelling
and good writing.
The other tale involves a local boy the nameless narrator encounters
when his choice of safety leads him through the "Friday night crowds of
Moshoeshoe Street" (Fools 45). Biza uses manual stimulation to confirm his
tale of sexual conquest. This masturbatory practice symbolizes the
unregenerative discourse of nationalism that while rhetorically rich it lacks
substance and credibility. Here Ndebele reiterates his charge that South
African writers ought to get back to the task of storytelling. Like Biza's
exploits, "sloganeering" ("creative" nationalism) may be pleasurable, but it
lacks the power to create; it produces nothing in the long run. Also, the
prophetess's commentary on the ability to produce from the surrounding
material culture is instructive as it reflects Ndebele's critical philosophy, noting
the creativity inherent in the ordinary: "May they realise that the desert wastes
are really not barren, but the vast sands that stretch into the horizon are the
measure of the seed in us" (Fools 43).
The previous conversation on "framing" makes reconsidering Magona's
Part I necessary. Because Atini is new to the city and domestic work, it is
through listening that Atini's color and class-consciousness "comes of age."
Atini may be illiterate, but in Magona's care, Atini is a, "trickster who uses
eloquence to re-make the world and to persuade other characters that
this
verbally re-configured world is the one on whose terms they must
act"
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(Daymond 342). Margaret Daymond's observations emphasize how Magona
has syncretized her modes of storytelling, by combining her Xhosa storytelling
tradition and her mastery of modern Western narrative forms. Magona, by
destabilizing the distance between "good and bad helpers" within the structural
characters of oral storytelling makes them [the helpers] become
"unpredictable." This can be read in two ways: on one hand, she is
commenting on the unreliability of allegiances in Blackness and along gender
lines, and on the other hand she is commenting on the trend to romanticize
resistance by making all Whites seem "bad" and all Blacks seem "good."
The variety of narrative postures used by Dumas, Bambara, Ndebele,
and Magona add to the "re-readability" of their stories and sheds light on the
"conflicts of unity"—namely, in this instance, the "fault lines" befalling
allegiance. Mary Comfort suggests, "Given the preponderance of figurative
language, moreover, it is likely that the blackness whose power Hazel and her
children profess is, in addition to racial empowerment, the power of black ink
to liberate readers, not only from strictly literal, exclusively denotative
readings, but also from stereotypes about race and gender, especially as they
recur in literature and films" (94). In other words, unsettling or complicating
Blackness as well as other locations for building alliances and/or gaining
allegiances are a by-product of the multiple narrative postures used by these
writers. At first consideration, Comfort's "reading" was far-fetched to say the
least, but I found it was consistent with Bambara's creative mission: to unsettle
the binding stereotypes of friends who trap me in their scenarios, put a
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drama on my ass. That's the problem with friends sometimes, they invest
who you were or seem to have been, capture you and you're through. Forget
what you had in mind about changing, growing, developing. Got you
typecasted'" (Sea Birds 172). Also, viewing Bambara in the role of a
trickster—not the bastardized version in the Western context that sees the
trickster in the African /African American context only up to devilment—it is
consistent with her use of the form, her attention to the craft of writing, and her
sense of "responsibility" as a writer. In sum, this discussion shows the lengths
to which these writers manipulate narrative techniques for the purpose of
forwarding their stories, complicating Blackness, refiguring resistance, and
exploding the stereotypes of "Black" writing.
In the 1960s and 70s, stereotypical views of Black writing were
centered in the idea that Black writing was latently inferior due to its formulaic
or "protest" nature. The insertion of a conversation on Ndebele's intervention
would prove useful here. Ndebele's "Turkish Tales" is a call for Black South
African writers to participate in the revitalization of Black South African Letters.
In short, he questions the tendency to sensationalize, and he extends this
argument in the "Rediscovery of the Ordinary." Here Ndebele extols Black
writers, critics, and artists to "rediscover" something deep-down and always
known, in the everyday details of survival and resistance, which are otherwise
obscured by the glitz of the "spectacular." Craft was sacrificed for the sake of
expediency: "After acquiring information, one had to go further and
demonstrate one's political allegiances by applying and utilising this
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information in a practical manner. This is where I located the problem "
(Ndebele, "The Writer as Critic and Interventionist" 344). In other words,
Ndebele challenged writers to get back to the tradition of "storytelling" and to
turn away from the mundane moralizing and incessant "sloganeering" that
paraded itself as "art". Ndebele's intervention parallels (ideologically) the
conflict that split Black writers in the US, as some Black Aestheticians
asserted artistic uniformity as the basis for Black Art. For the most part, it
espoused a narrow racial essentialism and ignored traditional rules of form,
style, and content. Within the rank of Blackness there were critics and writers
who recognized how artistic prescriptiveness could stunt Black American
literary production.
With respect to form, style, and content, Magona, Dumas, and Bambara
use "traditional" modes of storytelling to frame their stories. Dumas, Bambara,
Ndebele, and Magona's use of framing is important given the criticisms of
Ndebele's storytelling. In fact, Michael Vaughan and Craig MacKenzie are
critical of Ndebele's use of orality in his own stories; they analyze his creative
works with his own theoretical musings. In this instance, I found Ngugi Wa
Thiong'o's thoughts on criticism instructive: "Quite frankly, one of the most
important things is how we must be prepared to self-renew ourselves by
interacting even with the thoughts which are hostile to our own situation.
Because one can learn more from hostility at times than from friendly advice"
(qtd. in Rao 162). In truth, Vaughan and MacKenzie are correct in their
parochial assessment of Ndebele's talents; however, in stressing traditional
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views of oral tradition, their analysis misses Ndebele's attempt to associate
himself with an oral tradition. 8 The insertion of the vine tale is such an
attempt. Instead of going back to anchor himself in something in the past, he
starts with the brought forward traditions he gleans from township/urban
"public spaces" to show how oral tradition has been urbanized. In other
words, Ndebele has syncretized the storytelling tradition, but in manner
different than Magona. Magona went from traditional to western modes of
storytelling, while Ndebele went from Western modes to what Jahn would term
a "skokian" or "Neo-African" mode of storytelling. 9 In other words, Dumas,
Bambara, and Magona are storytellers: they have embraced their respective
storytelling traditions by making orality the central element for moving the story
along. By the same token, Ndebele whose training and upbringing do not
ground him in any discernible oral tradition has successfully mastered the art
of telling stories. 10
The Trauma of "Living Black"
Misrecognition is a form of violence. Epistemic violence is the belief
that one's view of the world, reality, and being are wrong. The recent
discussion of storytelling, the earlier discussion of the unfamiliarity fostered by
the short story (chapter four), and the discussion on the "othering" of Blacks
and Blackness (chapter one and three) are examples of the epistemic violence
of misrecognition. Trauma, the by-product of such violence, demands further
consideration. 11 In chapter three, Erikson talks about the lasting effects of
trauma for the individual. For the "traumatized" individual, "Above all, trauma
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involve[s] continual reliving of some wounding experience in daydreams and
nightmares, flashbacks and hallucinations.... (Erikson 184). Traumatized
people form what Erikson calls "traumatized communities" that offer a "healing
incubator" for the survivors of the trauma, which in this case is the trauma of
"living Black." Likewise, Dumas, Bambara, Ndebele, and Magona, in "telling
their stories" of the trauma associated with "living Black," create what Sandra
Zagarell calls a "Narrative Community," as they coalesce to heal, remember,
and keep alive dying or silenced parts of the larger "imagined community of
Blackness." Discussing the trauma of "living Black," as it is creatively
rendered in the "nightmares, daydreams, flashbacks, and hallucinations" of
Dumas, Bambara, Ndebele, and Magona's fiction will help clarify the "urgency"
of their tellings, but first a brief discussion of dreams, nightmares, flashbacks,
and hallucinations, as a literary theme and/or narrative strategy.
The markings or symptoms of trauma are physical and psychic. The
physical or literal wounds are the surface scars and the psychic or figurative
wounds are memories or haunts that recur for the traumatized. Dreams and
their derivatives are expressed figuratively and literally. Writers use dream
sequences literally to express the unfulfilled or repressed desires of a
character. Also, dreams are used figuratively for their symbolic value; not only
a character's benefit, but for the community at large (the textual community of
the story, the audience/reader community the writer has imagined, or the
larger society of which the writer is a member). This line of reasoning leads
me to wonder about Dumas, Bambara, Ndebele, and Magona's use of dreams
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in their fictional narratives. If, as Sigmund Freud suggests in "The
Interpretation of Dreams," that dreams are "repressed desires" or "symbolic
forms of wish fulfillment" expressed, then the nightmares, daydreams,
hallucinations, and flashbacks in Dumas, Bambara, Ndebele, and Magona's
short fiction are creative renderings of the psychic energy or the lingering
effects of the trauma associated with "living Black" that seek remembering. Or
they can be the "repressed desires" of the individual characters that are in
conflict with the mores and rules of their respective society (real or imagined).
What do the dream sequences represent? Slavoj Zizek ponders in
"The Sublime Object of Ideology," "the 'secret' to be unveiled through analysis
is not the content hidden by the form (the form of commodities, the form of
dreams) but, on the contrary, the 'secret' of th[e] form itself [original
emphasis] (312). Zizek's comments lead me from looking for the
representative value of the dream (the practice of psychoanalysis criticism
which finds value in the "hidden kernel of the latent dream content") towards
an analysis of the dream sequence as a narrative strategy for storytelling.
According to Zizek, given the external stimuli that interrupts sleep, Lacan sees
the "dream" as a story the unconscious tells the mind to keep the sensory
world at bay. As humans we are conditioned to believe that we "sleep and
dream" to escape the harshness of "reality;" however according to Zizek's
reading of Lacan we do not "dream" to "escape reality," we "wake up" to
escape from our dreams, which focus on our shortcomings—guilt, shame,
remorse, obsessions, etc—or our failure to "live life as we would" (322-323).
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As I discussed in chapter five, Black American and South African
writers' "over-reliance on realism was detrimental" to the growth and
marketability of the short story form, I can only presume that Dumas,
Bambara, Ndebele, and Magona's subsequent over-reliance on realism to
creatively engage the critical issues of their milieu would have led to flat
stories. If their commitment to storytelling outweighed any other influences or
concerns, then the inclusion of the dream sequence serves as an alternative
method for introducing their "urgent tellings" of the harshness of "living Black"
and the trauma associated with the injustice, insecurity, and disappointments
of the "deferred dreams" of Blacks in South Africa and the US. So on the level
of story or narrative, the "tale" is the conscious use of fantasy, whereas the
"dream" is the unconscious version of story or narrative. As a narrative
technique the dream, hallucinations, nightmares, and flashback sequences are
a manner of "framing" a story or injecting another aspect of the fantastic (tale)
within the story without upsetting the integrity of the main narrative or their
storytelling sensibilities.
More to the point, as I discussed in Chapter two and three, Black
exclusion for the benefit of White privilege has been a bitter pill for Blacks in
South Africa and the US to swallow. For Blacks in the US, the "American
Dream" of progress, prosperity, opportunity, and inclusion has been a veritable
nightmare. For Blacks in South Africa, a "dream" has not held such an
imaginary sway (rhetorically and figuratively) except in the idea of "liberation"
or the "dream of White removal" from South Africa, but the usurpation of land
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and the breaking of ancestral and cultural ties has provided Black South
Africans with an equally repulsive or nightmarish response. For Blacks in
South Africa and the US, White "flight/fright" has resulted in abuse, rejection,
disenfranchisement, brutality, oppression, exploitation, injustice, and death.
While dreams may be the arena for psychoanalysis, I am concerned with
dreams as a means for expressing the disappointment of desire deferred.
Viewed in this manner, the hallucinations rendered in Bambara's
"Witchbird," Dumas's "Ark of Bones," and Ndebele's "Uncle" take on a different
light. Bambara's "Witchbird" recounts Honey's losses of love, the humiliation
of having her home transformed into a boarding house for her manager's ex-
flames, and the pain of having to "... absorb their blues and transform them
into songs" (Sea Birds 170). In "Ark of Bones," Headeye and Fishhound
encounter a "Soulboat" filled with bones and dates. If it were not for his friend
Headeye being anointed a "collector" of the bones and his witnessing "de
Soulboat" with his own eyes, Fishhound would have believed he was
hallucinating. In "Uncle," mshana imagines he sees his uncle's hair "standing
on end" as Lovington makes a penny rise while playing the piano after he
chants, "in a language we cannot understand" (Fools 68). One can read these
hallucinations as an active desire in consciousness to resolve the conflict
between the demands of responsibility and the desire of fulfillment.
Likewise, the day/dreams portrayed in Bambara's "The Survivor,"
Magona's "It was Easter Sunday the day I Went to Netreg," and Ndebele's
"Uncle" reflect the harshness of life, but again they respond to memory's call
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for healing. "The Survivor" is the story of a violent ten-year relationship that
ends in the accidental death of Jewel's live in lover Paul. 12 Jewel, who was
pregnant at the time of the accident, is spared. Feeling responsible for Paul's
death, through flashbacks and dream sequences we see Jewel travel through
her painful relationships back to her grandmother's house to bear the "sea
urchin now howling for her blood." "And there'll never be enough blood to
make her clean" [original emphasis] (Sea Birds 116). In Magona's "It was
Easter Sunday the day I Went to Netreg," the young protagonist recalls her
harrowing experience with love and humiliation. Her mother's efforts to get the
man to do "right by her" fail, but reveals the man who impregnated her was her
father. Not only is the protagonist's experience of an abortion relayed in
dreamlike fashion, but the harrowing news that she is carrying her "dead hero
father's" child seems to induce this dreamlike state (remembrance) more than
having her "insides burned out" during the abortion. Finally, in Ndebele's
"Uncle," the uncle's stories of ancient civilizations set his nephew's (mshana)
imagination afire. Unlike earlier stories, this daydream is bittersweet. Mshana
dreams that Black people, "are standing still, not moving, caught in movement
but still" until they "gather in force" and move across the land in an
unstoppable force that overcomes the state's military power (Fools 107). The
conscious imagination seeks to bring to reality the desires of the unconscious.
While the idea may seem (temporally) fantastic and contrary to the
predominance of reigning thought, the desire for fruition is reflective of desire's
urgent appearance in the conscious mind of the characters.
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Similarly, flashbacks in Dumas's "Thrust Counter-Thrust," Magona's
"Lulu," and Bambara's "Talkin' About Sonny" recall numerous instances of loss
and injustice. In Dumas's "Thrust Counter-Thrust," Saul recalls the pain of
losing an eye, a brother (Lon), and his faith in God. Bambara's "Talkin' About
Sonny," recounts Delauney's trauma, not so much in losing a friend, but in
being able to identify with the anger driven rage that causes Sonny to kill his
own wife. In Magona's "Lulu," a young narrator recalls the glory of a
storytelling lover of children who is ruined by the torturous actions of the state.
In this instance, the flashbacks recall the event, which, while painfully
experienced, must be remembered to honor (in memory) those lost and to
repair the fractured sense of self, family, or community that results from the
initial trauma that will not be part of the master narrative.
Lastly, the nightmares recorded in Dumas's "The Devil Bird," Bambara's
"The Long Night," Ndebele's "Fools," and Magona's "Two Little Girls" and
"Nosisi" are reflective of the "unconscious desires and unfulfilled longings" that
clamor for fulfillment. Faith is tested in "Devil Bird," where the son, mother,
and father (family trinity) take turns playing cards with God and the devil for
the life of the narrator's grandfather. The narrator learns that not only are the
"cards of life" stacked against Blacks (via the institutionalization of racism) but
the rules are changed. For the child protagonist, there is no greater
"nightmare" than learning God is "in.on the game." In "The Long Night," the
narrator/protagonist recalls the neighborhood's violent upheaval as she
remembers her role in the revolutionary cells that killed government agents
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who had infiltrated Black militia groups. "Fools" includes a nightmarish
sequence of events where Zamani rapes Zani's younger sister. Magona's
"Two Little Girls" recalls the gross disparity in the treatment of a Black and
White girl, in life and death, in Cape Town. Finally, "Nosisi" tells the story of a
young girls tragic death that is described as a nightmare for her faithful servant
mother who helplessly watches her child, "in a little clearing... [that] was alight
all right" (Living 85). In this sense, the unconscious seeks the healing only
memory can offer, as opposed to the haunting repressing or ignoring its
(memory's) "callings" will bring about.
In sum, the previous discussion about storytelling, narrative structure,
consciousness, dreams, desire, and their fictional representations help us
understand these writers' "urgent tellings" in response to the moment and the
call of memory: "Our memory repeats to us what we haven't yet come to terms
with, what still haunts us" (Erikson 184). To their credit, Dumas, Bambara,
Ndebele, and Magona write from the wellspring of possibility, even when their
stories recall the pain of past wounding experiences: namely the trauma of
"living Black." Their stories ensure the "chain is unbroken," as Bambara notes,
I discovered among other things, that writing is akin to dreaming.
And to make use of either state involves risks. Writing, like
dreams, controls, pushes you up against the evasions, self-
deceptions, investments, in opinions and interpretations, the
clutter that blinds, that disguises that underlying, all-
encompassing design within, which the perceivable world-in
which society would have,us stay put—operates. . . . Dialogue in
either state triggers new sets of recognitions, demanding the
eviction or modification of the old and familiar 'certainties.' (Black
Women Writers 42-43)
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With respect to the short fiction of Dumas, Bambara, Ndebele, and Magona,
"new recognitions" abound. Hope and possibility spring forth in their stories.
In Ndebele's "Uncle," it is evident in mshana's belief that Blacks will overcome
despite the permanence of Afrikaner rule and in the prophetess's declaration
that possibility can come from "barrenness:" "Dead things catch fire" (Fools
43). In the early 1960s Dumas shows the hope in the connectedness of
Blacks the world over by transnational or diasporic consciousness inherent in
the "Ark of Bones," the call to arms in "Strike and Fade," and by witnessing the
bloodshed in "Rope of Wind." Bambara and Magona express the idea of
women subverting the power structures of the larger society and those that
oppress within their own communities. The women's struggle and sense of
empowerment is reflected in the words of Jewel's grandmother "M'Dear, Miss
Candy, the last of that generation who believed in sustaining... That's what it
means to be a survivor.'" (Sea Birds 104, 110). In the end, surviving and
healing, via storytelling is the name of the game.
Conflicts of Unity
Wherever there are people relating, there will be conflict. Conflict is a
part of life; as long as parents and children exist, there will be generational
conflicts, and as long as people move through the various spheres of relational
life and power is at the center of our relationships, there will be conflicts of
allegiance. Throughout the 1960s and 70s Black activists, intellectuals, and
writers embraced the idea that political and cultural struggle were wedded in
their opposition to white hegemony. While extreme positions were
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pronounced, few serious thinkers (irrespective of their polemics) pushed for
discussions that addressed the complexity of differences subsumed in
Blackness. In South Africa and the US, the homogenizing discourse of white
supremacy mythologized sameness among Blacks. Cultural differences were
"blackened" over and rallying the masses around the banner of color led to
serious complications for Black unity. In this context, David Myles Jones'
dissertation is especially informative. Jones finds numerous problems arising
from the bold assertions pronounced by Black Power and Black
Consciousness proponents: "Unfortunately, public figures from the period
often paid insufficient attention to notions of difference among African
Americans, favored [the] alienating politics of confrontation, and cultivated
generational tensions" (63). 13 Not only does Jones examine the tensions
between Black men and women with regard to Black unity, but he goes on to
address the tension among Blacks regarding the essential characteristics of
Blackness. Besides the "anti-white" sentiment, "the claim that politics
pollute[s] art," and sexism and misogyny among Black leadership/rank and file
seriously undermined the Black Power and Black Arts Movements" the
unaddressed issues, "fissures, conflicts, and ironies that complicate^] race-
based identity politics" (Jones 21, 62) are readily apparent in what I call the
"conflicts of unity."
The conflict characteristic of African Literature is the tension between
individual desires (modernity) and the desires of the collective (tradition): these
are expressed in both conflicts of allegiance and generational conflicts. For
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Black American writers alienation or the "tornness" expressed in Du Bois's
"double consciousness" reigns as a central tension. Dumas and Ndebele's
work illustrate these conflicts superbly. However, this is where the introduction
of Bambara and Magona's stories proves most helpful, as they provide a more
nuanced view of the obstacles befalling unity (in Blackness and resistance), as
gender conflict was silenced in the male dominated discourse of resistance.
Conflicts of Allegiance
Dumas, Bambara, Ndebele, and Magona's creative forays into
Blackness reveal the numerous complications of in-group affiliations.
Monolithic notions of Blackness led to a shared estrangement or alienation
from the larger society and helped the "imagined community" in Blackness to
coalesce. Mainstream discourse elided differences among Blacks, by
negating the multiple subject positions of the individual within the Black
community. A false sense of unity was created in the forced interaction
amongst Blacks and the end of separatist practices has brought about a
"breakdown of community." Amid questions of allegiance, the classic
contention between issues of community and the individual are mirrored in the
tension between "art for the sake of art" and the responsibility of the artist to
the community or the "cause." Similarly, aesthetic conflicts between the "old"
and "new" guard of Black Arts and Black Consciousness cadre are reflected in
the generational conflicts within the various resistance movements designed to
overcome white rule. While informative, these differences were just the most
obvious symptoms of the "conflicts of unity" to emerge among Blacks given the
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divergent values, views, and lifestyles that exist across class, color, and
gender lines. These writers" stories characterize this shift in order "to critique
[the] principle of shared identity" which had been problematized by the history
of repression under White Supremacy (Herbold 30). While casting their eyes
towards the future, these contesting visions of power—during the struggle and
after "freedom"—are the fodder for the stories of Dumas, Bambara, Ndebele,
and Magona, seeing they wrote to survive, to remember, and participate in the
struggle for freedom.
Conflicts of allegiance are clarified in the fiction of Dumas, Bambara,
Ndebele, and Magona. Barriers and boundaries are transgressed as each
writer engages the possibilities and reveals the potential for self-actualization
in their short stories. Magona's "I'm Not Talking About that Now" addresses
the pragmatism of political programs that force people to starve in a show of
solidarity. Ndebele's "The Test" questions allegiances as the protagonist runs
through the rain past a number of cultural, social, and political markers that will
prove impediments to Black unity after the realization of liberation. Dumas's
"The Marchers" and "Harlem" question the efficacy of leaders who forget who
they serve and the emptiness of rhetoric, designed to rally Blacks, that
inevitably leads nowhere. Like Magona, Bambara's "Organizer's Wife"
examines the conflicts of allegiance within the family, as Virginia sees her
husband's devotion to his work threatening their marriage, but what she lacks
from her husband, she receives from the people of their community.
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Generational Conflict
Generational conflict is the idea that each generation is in no way
connected to prior generations: "Conflict between parents and children is
almost as common in literature as it is in life. The specific form that that
conflict takes, however, will vary with the historical and cultural climate in
which it arises" (Korenman 158). It is readily apparent that the youth who took
to the streets in the US and South Africa during the 1960s and 70s were
convinced they were doing the "right thing" by expressing their fatigue with
being burdened by their less than glorious "past." In their minds, what
happened in the past was just that: in the past. It had no bearing on present
circumstances. The idea that the past has no bearing on the present (or the
future) coincides with Karrer's critique of Bone's Down Home. On one hand, it
is evident in the tension inherent in Black writers' jockeying for mainstream
recognition as the "Best Black writer." On the other hand, it is evident in the
idea that each generation of writers has no connection to earlier generations.
In many respects, generational conflicts serve as foils to the conflicts of
allegiance that impeded efforts in both locales to create commonalities (unity)
among Blacks once freedom and/or liberation was realized. In Bambara's
collection Gorilla Mv Love generational conflict is featured in half of the stories,
including the title story. In "My Man Bovanne" the enthusiasm of Black youth,
so enthralled with the Tightness of their program and disdainful of "the elders"
methods for dealing with the plight of the Black community, is misdirected and
marginalizes the wealth of wisdom the "elders" represent. In Magona's Living,
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Loving, and Lying Awake at Night and Push! Push! , generational conflict is
heavily figured in "The Hand that Kills" and "I'm Not Talking About that Right
Now." Likewise, along the interstices where tradition and modernity meet,
generational conflict figures each of the stories in Ndebele's Fools and Other
Stories
.
Of the featured writers, Dumas's stories in Goodbye Sweetwater are
by far the least confrontational with respect to generational conflicts; however,
"Harlem Game" and "Ark of Bones" are rife with generational conflicts.
Section Conclusion
The crossing of boundaries is apparent in "The Prophetess" as it brings
together the symbols of African cosmology and Christianity: the mask and the
cross. In this story, the prophetess and the mother are able to cross the
boundaries that embody the crossroads: that which links African and Western
cosmology or systems of belief; time in the past, present; and future; tradition
and modernity; and the secular and the sacred. In Magona's "Flight" the
narrator's aunt crosses a most sacred boundary: leaving her husband. For
Dumas, Bambara, Ndebele, and Magona, the "crossing of boundaries"
exemplifies a solution for the tension evident in the language of the text, its
relationships, and the aesthetics of writing. Finally, crossing or, as bell hooks
asserts, "transgressing" boundaries is at the core of these stories that address
the "conflicts of unity." At this time, I will textually address the short fiction of
Dumas, Bambara, Ndebele, and Magona in individual sections. I will begin
each section with a brief literature review of the writer, before analyzing two or
three short stories in order to examine generational and allegiance conflicts,
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as symptoms of the "conflicts of unity," and any proposals the writers present
for negotiating these (un)avoidable confrontations. I will begin with the stories
edited by Eugene Redmond in Dumas's Goodbye Sweetwater
.
Henry Dumas
"The soul of the Negro is an unexplored territory" (Goodbye 196).
Introduction
At this juncture, my research has not turned up any evidence to support
Dumas's actual participation in the critical discourse of Blackness. One can
extrapolate from his poetry
—
Knees of a Natural Man—and short stories that
Blackness, in all of its subtleties, was near and dear to his heart. Like
Equiano, Dumas's words implore the reader to "hear" what the page has to
say. Like Zora Neale Hurston, Langston Hughes, Sterling Brown, Gwendolyn
Brooks, Paul Laurence Dunbar, Daniel Webster Davis, and James Edwin
Campbell, Dumas's words need be spoken to catch not only the rhythm, but to
understand the meaning and subversiveness of his craft. I am not talking
about the defiled "magic," but the power and majesty of Nommo: Logos. 14
Dumas's work drips with an intense lovefor Black people. His work radiates
an immense sense of bewilderment at the unchecked anger and unquestioned
hostility that borders on rage. In some respects, Dumas' work foresees the
Black American community's drifting in the wilderness of crass materialism
and individualism. At the same time, his writings capture the depth of the
Black experience, and from his fiction we get a glimpse of the
frustration,
hope, and questioning that smoldered in the flames of Black unrest.
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Literature Review
A perusal of Dumas work shows he was equally concerned with
"wholeness" or the psychic, spiritual, and metaphysical health of Black people.
A literature review of the critical attention paid to his extraordinary work
reveals a great deal of praise for Dumas's lyrical stylings, his attention to
African idioms in Black American life, and the musicality of his writing;
however, a review of the literature reveals a dearth of critical attention paid to
the literary stylings of Henry Dumas. 15 Michael Castro calls Dumas a
"shaman" and John A. Williams refers to Dumas as a "mojo man" who had an
immense faith in the power of the Word to help transform Black reality.
Dumas attention to language helped him create his own reality: the "reality of
fiction" that made doubting the "actuality of his lore" unfathomable (D. Williams
312). Charles Wartts echoes this sentiment calling Dumas a "sanctified seer"
who had a "prophetic vision and voice" (389). Healing for Dumas came in his
creative ability to synthesize Du Bois's "two unreconciled strivings" through his
uncompromising faithfulness to folk essence or Black spirit' (Wartts 390).
Hollis Worsmby Jr., in "Henry Dumas: Anger, Humor, Love, and
Dispossession" (1988), remarks that Dumas "has set a standard of
commitment to using his voice as an instrument of growth in the community"
[original emphasis] (411). Ray Patterson notes how Dumas's work and his
voice, "suggests the timeless preliterate world of myth" (322). Dana Williams,
in comparing Dumas to noted playwright August Wilson, reiterates the
mythical quality of Dumas work. She sees "[solvation for Henry Dumas not
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through religion but a connection to the ancestors," which in turn leads to "true
redemption and liberation" (D. Williams 315, 316). In other words, Williams
sees Dumas as one who takes a "familiar story, Africanize[s] it, and gives
voice to the African American past, its culture, and its folk traditions... [it is his]
willingness to foreground African-American folk traditions in their literature
reveals [his] acceptance and privileging of an African American reality over a
reality defined by others and enhances [his] role as a mythmaking cultural
aesthetician" (D. Williams 319). Carolyn Mitchell, in comparing Dumas to Jean
Toomer, recognized wholeness for Dumas was realized in his understanding
"spiritual and political consciousness cannot be separated" (298). Castro
acknowledges Dumas's use of nature to express his message of healing,
unity, and growth that, "includes and transcends ethnocentrism" (183). In
essence, according to Castro, "Dumas sustains a simultaneous racial and
trans-racial identity through a multilevel language of nature which can include
and speak to all life-affirming peoples" (182). Ultimately, Amiri Baraka, John
A. Williams, Michael Castro, Charles Wartts, Dana Williams, Carolyn Mitchell,
and Larry Neal all recognized the folkloric or mythmaking quality in his work. I
will now discuss Dumas's textual representations of the "conflicts of unity."
In "Thrust Counter-Thrust," "Fon," and "Strike and Fade" the enemy is
well defined: Whites. For Dumas, Black on Black conflict is not non-existent in
these stories; instead he focuses on Black retaliation against Whites.
Dumas's work can be categorized as intently conscious of the "conflicts of
unity." "Echo Tree," "Will the Circle Be Unbroken," "Strike and Fade,"
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"Harlem," "Rope of Wind," "Thrust Counter Thrust," "The Voice," and "Devil
Bird" all examine conflicts of allegiance. "Ark of Bones" and "Harlem Game-
examine generational conflicts; it is the combination of these elements in "The
Marchers" and the "University of Man" that produces the greatest element of
conflict in his stories. In other words, Dumas adroitly shows how these two
elements of conflict can be expertly crafted into a story. I will begin with
textual analysis of generational conflicts in "Ark of Bones" and "Harlem Game"
and then concentrate on addressing conflicts of allegiance in Dumas work
"Will the Circle Be Unbroken," "The Marchers," and "Devil Bird."
Textual analysis: Generational Conflict
Generational conflict is at the center of "Ark of Bones" and "Harlem
Game." "Ark of Bones" is the story of Fishhound and Headeye's travels to
answer "a call." Each begins on a journey to go fishing: Fishhound seeks to
satisfy his physical self, whereas Headeye seeks to satisfy the call of the
"spirits." They encounter each other and discover a "Soulboat" filled with
bones and a ledger full of dates. Headeye, who has carried around the
"Keybone to the culled man," is anointed a "collector" of the scattered bones of
the lost Black souls. Headeye bears witness to the lost souls and Fishhound
bears witness to Headeye's supernatural mission. The mythical quality of
Dumas's work is evident in his melding of Ezekiel's mission to prophesy and
make the bones come to life with Headeye's mission to collect and catalog the
remnants (bones) of the countless Black folks scattered in the Atlantic Ocean,
Mississippi River, and numerous rivers, creeks, and lakes of the US. 16
213
Amiri Baraka notes how Dumas recognized the fragmentation of the
diaspora in "Ark of Bones" and sought healing by restoring the transnational
connections among Blacks: "It is as though the whole world we inhabit rests
on the bottom of the ocean, harnessed by memory, language, image to the
'railroad of human bones' at the bottom of the Atlantic Ocean" (166). Dumas's
retracing the "human railroad of bones" fills in the "amnesia" (gap of memory)
in the master narrative of white supremacy and helps lessen the gap between
generations by reconciling the bones of the dead and forgotten Blacks with the
names and dates of the Soulboat's ledger. One could conclude that despite
efforts to "connect to their roots," for Blacks, hard pressed in their struggle for
Civil Rights and inclusion, links to the past were disappearing as rapidly as
Black folk at the hands of Whites who vehemently opposed Black
advancement. Taking this idea one step further, one could argue that the rift
of generations lay in reconnecting the lost souls of the scattered bones, many
of whom could have served as Morrison's "ancestral figures" in bridging the
gap between Blacks' "new world" selves and their African origins.
In "A Harlem Game" generational conflict foregrounds the relationships
between a young boy (Mack), his mother, and the "hunched figure. It is not
clear whether the "hunched figure" is Mack's biological father, but it is clear
that their relationship is abusive. As his parents play cards, Mack is humiliated
in front of company. Mack's mother is powerless to help him and their friends
stay out of it: "a young mother helplessly watches her son being abused by her
lover because, in a different way, she is trapped in the only reality she can
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afford... All the other characters try not to address the abuse that Mack and
his mother have to take because to notice and not assist would be to remind
themselves of their own powerlessness'" (Wormsby 409, 410). In fact, the
father's powerlessness is emblematic of his being neutered. His losing at the
game of cards represents his inability to win at the game of life. The "hunched
figure" vents his frustration by muscling money away from Mack (who has
wrangled a dollar from his mother's winnings, so that he can enjoy a movie).
The insult is doubled in the "hunched figure's" offer, "Maybe I'll lend you some
show fare" (Goodbye 82). Mack rejects his father's offer and vows revenge.
The "hunched figure" and mother are the "parental" figures that
Morrison discusses. In this story, the pseudo "parent" is both a "betrayer" and
an abuser. Mack's actions appear contrary to the rules of society and Black
culture; however, in this case, the "hunched figure" does not serve the role of
"elder." Mack's vow of revenge appears warranted and illustrates the
ambiguity in Morrison's statement about the "presence of the ancestral figure
contributing to the success of the protagonist" (43). In other words, the parents
are a hindrance to Mack's development and his vow for retribution amounts to
a decision to simply remove the abuse from the father-son relationship. I will
now address the conflicts of allegiance in Dumas's short stories.
Textual Analysis: Conflicts of Allegiance
"Will the Circle Be Unbroken" is about Probe and the attempts of three
Whites to infiltrate the club and usurp the power of the Afro-horn. The
bouncers at the Sound Barrier Club attempt to keep the "ofays" out for their
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own good: "I am sorry, Sessions for Brothers and Sisters only. I'm sorry, but
for your own safety, we cannot allow you" (Goodbye 87). In many respects, a
celebration of sound and the decentering of Whiteness are central to the
endeavors of Probe and his crew. Larry Neal suggests, the central tension of
the exclusionary practices of the Sound Barrier Club are situated in Blacks'
desire to maintain autonomy and the right to self-definition despite the
intrusiveness of Whites (315). In this manner, Ron, Tasha, and Jan were like
white colonials entering the interior of the African continent in search of riches
and fame.
With the help of an Irish cop, they gain access to the Sound Barrier
Club, in an attempt to dismantle the "urban myth" of the Afro-horn's power: "It
was incredible that all the spades believed this thing about the lethal vibrations
from the new sound" (Goodbye 88). In the end, the powerful vibrations of the
Afro-horn lead to the death of the "uninitiated." Neal considers their death a
reflection of "music as a force of judgment" (314). Solidarity is based in color
and the Sound Barrier Club and the "new sound" provide succor and a
"healing incubator" for the "initiated."
The presentation of Probe and his performance on the
inscrutable 'afro-horn' exemplifies the miracle of sound and
rhythmic force of the black cultural heritage. It is the music of the
ages, the special improvisations of spiritual sounds emitted in an
incantatory 'secret' Presence, reminding blacks that they must, in
order to be saved, return and confine themselves to the 'circle'
(Browne and Launay 52).
In other words, the vibrations of the "new sound" of Black solidarity/unity
coming from the Afro-horn's participation in the jam sessions deal a striking
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blow against the coopting and acculturating tendencies of Whiteness. In sum,
"Will the Circle be Unbroken" is an example of the Blacks overcoming the
"conflicts of unity:" namely the conflicts of allegiance that integration—not
desegregation—would present for Blacks.
"The Marchers" is a satire of Black leaders not paying attention to the
people, who in turn misconstrue their rallying cries of "justice, equality, and
freedom," as a ringing endorsement of their leadership. The dialectics of
struggle are personified in the characters of "the leaders, the people, and the
prisoner." Nothing changes as people come together under the banner of
justice, equality, and freedom.
And all the people gathered together and began a trek
across the land. From every corner of the land they came.
Crossing the great rivers and mountains, they came on foot, in
cars, buses, wagons, and some came IN THE SPIRIT FROM
OUT OF THE PAST.... [original emphasis] (Goodbye 177)
Amazing how generations of Black folk in the US were sustained by the idea
of freedom and its unifying hold on the imagination of Black folk. Ironically,
they got their freedom and once it was realized, they went about their
business, leaving behind 'the prisoner' for whom they had fought to free. The
rhetoric of the 'leaders' is noted in the struggle to make things better, but in
essence, the leaders forgot to teach the children how to struggle, as "people
followed the leaders" but left behind 'the prisoner' who serves as a symbol of
"their collective soul." The themes of resistance, freedom, and liberation loom
large in this ambiguous tale about the collective efforts to free the prisoner
(Blackness). In essence, Dumas reveals the anti-climactic nature of the
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resistance struggle in the US. In one respect they "break down the walls that
imprison him," yet they completely ignore his pleadings and desires. Ironically,
when their efforts were designed to set him free, the '"wreckage of the mob
buried him" (Goodbye 183). Also the question who has benefited from
freedom?—the leaders, the people, or the prisoner—is deafening, as the
prisoner, who waits patiently, is entombed in the rubble of the freedom
struggle. It leaves one wondering whose interests were being served?
Ellison's Invisible Man resonates in Dumas's treatment of "Harlem,"
where he questions the lack of direction that leads to the inefficacy of mob
action. Dumas insists that the answers Blacks seek are within: "Who has the
map of Harlem? Listen, Harlem has it" (Dumas 198). A great deal of action
on the "community corner" leads to an altercation with the police. The
"community corner," that sacrosanct space for honing one's oratorical skills
and offering a way out of the "American nightmare," was the public place
where Blacks listened to their would-be saviors, prophets, heretics, critics, and
pimps. People came looking for answers, only to find speakers who were
pushing their own agendas. Like "The Marchers," the masses are looking for
answers; if not properly directed, they will become a mob. Again, this is
Dumas's stinging indictment of integration, the worship of Whiteness, and the
self-loathing of Blacks who buy into cultural programs that are detrimental to
Black culture. Also, it sheds light on the emptiness of narrowly articulated
political programs that failed to address the multiple issues confronting Blacks.
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In the final story of this section, Dumas addresses the conflicts of
allegiance on a number of fundamental levels. "Devil Bird" is the story of a
young man who witnesses his grandfather's fate as it is decided by a game of
cards against a very unusual set of partners. Dumas addresses family, right
and wrong, and the battle for unity within a family and, in the larger context,
within a community, in "Devil Bird." God and the devil are partners in a game
of Bid Whist against the young boy's father and his grandfather: "I had never
heard of folks playing a game with God and the devil" (Dumas 238). Originally
the mother is to play with the father, but circumstances prevent her from
finishing the game, which forces the ill grandfather to take her place. The
game is played according to the rules in the "Game Book," even though it is
duly noted that the "Game Book's" rules are flawed. During the course of the
game as the grandfather's health worsens, a bird appears from the hat God
brought to the table. It seems as if the bird is helping the devil and God win,
and as the game goes on the roles and rules change. The grandfather pleads
for God to be his partner only to be led away by God and the devil never to
return.
In "Devil Bird," the grandfather—the "prize" of the game—represents
Black Christianity, in its various capacities and guises: As succor or "opiate for
the masses," as mantra of conciliation or forgiveness, as training ground, and
as revolutionary message or liberatory philosophy. God and the devil want
"control" or the "soul" of this profoundly important Black institution. The child's
uncertainty mirrors the confusion and abject despair of the Black community,
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as its bedrock institution is up for grabs. The flip-flopping between God and
the devil can represent the flip-flopping of allegiances within the Black
community. As espoused by the master narrative of white supremacy, White
is good and Black is bad, but in an inversion of the Manichean dichotomy, the
idea that all Whites are the devil (and the enemy of Blacks)-as promulgated
by the Nation of Islam during the 1950s and 60s and Black resistance rhetoric
of the era—and all Blacks have each other's best interest at heart is at issue in
"Devil Bird." Taking this idea one step further, one could surmise the devil and
God are White people, while the bird "utters" the ideology of white supremacy.
During the course of the game it vacillates, as does God and the devil's role,
for the sake of expediency, greed, and the maintenance of power
Section Conclusion
In terms of the downsides associated with the "conflicts of unity" and
the possibilities for overcoming, Dumas offers both in his textual critiques of
"living Black." The former is the warning of the devastation to come if unity is
not maintained and the latter is a prophetic call for what can be if Blacks
recognize that their strength lay in unearthing, recalling their rich heritage. In
other words, solidarity is unattainable based on "skin color alone;" it will
demand more than rhetoric to sustain the movement of Blacks in America and
their union with other Blacks in the struggle against white domination and
oppression. In sum, Dumas's love for Black people is evident in his critically
creative explorations of Blackness, the urgency of his call to action, and his
rich use of imagery, myth, and language to "create Black worlds" for his
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"urgent tellings;" all of which are a smattering of his creative genius, prophetic
voice, and "Black" vision. I will now address Toni Cade Bambara and her
textual interrogations of the "conflicts of unity" in Gorilla Mv Love and The Sea
Birds Are Still Alive
.
Toni Cade Bambara
Of all the writing forms, I've been partial to the short story. It
suits my temperament. It makes a modest appeal for attention,
allowing me to slip up alongside the reader on her/his blindside
and grab'm" (Bambara qtd. in Black Women Writers 43).
Introduction
A great deal of critical attention has been paid to Bambara's short story
writing: countless articles, reviews, essays, and several dissertations have
been devoted to her awesome writing talents. My research reveals "The
Lesson" is the most anthologized and critically examined piece of work by
Bambara. "Gorilla My Love," "Raymond's Run," and "My Man Bovanne" follow
in terms of critical attention. While not garnering as much critical attention as
Gorilla My Love
,
stories from The Sea Birds Are Still Alive finds "The
Organizer's Wife," "A Girls' Story," and "Witchbird" leading the way.
Something curious is to be noted: the majority of the articles written about her
short fiction (and for that matter SaltEaters ) have been by women (Elliott
Butler-Evans and Thabithi Lewis are the two male voices to address
Bambara's stellar fictional contributions). It cannot be her substandard
abilities. Is it an error in judgment, an oversight, or a reflection of Black men's
disdain for the lucid critique of Black men in her urgent "tellings" that has led to
this "silence" about her work?
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Literature Review
In terms of critical reception, Elizabeth Muther (2002) argues that Black
ideological discourse, advances a male centered philosophy, thereby, buying
into the patriarchal idea that the pathology of the Black family is the "fault" of
emasculating and matriarchal Black women. Muther shows how Bambara
resisted the stereotypes from the Black community and the larger American
society, in her fiction:
... Bambara performs a doubly mediated act on these stories,
creating fictional voices that resist the essentializing domination
of both nationalist and administrative discourses on black
women. Bambara's feisty girls are not diminutive characters, to
be outgrown with the coming of age of the movement. Rather,
through their precocious insight they anticipate the resistance
strategies and forms of collective self- affirmation that will be
essential to the survival of community (448).
Joan Korenman echoes this sentiment as she asserts, "Bambara seems
apprehensive that black nationalism may be endangering vital aspects of
African-American life, in particular the bond between generations and the
wisdom black elders have traditionally offered to family and community " (149).
In other words, our need to be critical of Black writing of this era should be
tempered with an understanding of the conditions in which they operated. Did
the ideology of Black Nationalism or the misogyny or opportunism of Black
males obscure the heritage of Black women as the "bearers of tradition" and
integral contributors to the Black resistance struggle.
In "Gorilla My Love," Nancy Hargrove (1983) sees Hunca Bubba's
betrayal "as more devastating" than the theater's dismissal
of her demands:
she notes, "Since a person whom she has every reason to trust has betrayed
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her, the entire adult world becomes suspect" (86). Likewise, Mary Comfort
(1998) offers an interesting reading of Bambara first collection of short stories,
Gorilla My Love. She suggests that the stories can be read as mere
significations or examples of the rhetorical strategy of "signifying," thereby
reducing the power of narrative to one of mere play (Comfort 94). In other
words, what Bambara does with her fiction is present a radical counter-
discourse to the essentializing discourse of Blackness. It is safe to assert the
essentializing discourse of Blackness is harmful to Blacks, in general, but for
Black women and children it has more disastrous results: "we blind our
children, I'm thinking. Blind them to their potential, the human potential,
Cripple them, dispirit them. Cripples make good clients, wards, beggars,
victims" (Sea Birds 52). In other words, these "readings" show there are
alternate "lines of escape" given Bambara's penchant for struggling against
the confines of stereotypes or any other limitations. What Comfort's reading
does is show the numerous "possibilities of invention" in Bambara's short
fiction. I will now address her textual representations of the "conflicts of unity"
in Gorilla My Love and The Sea Birds are Still Alive .
Although not foregrounded, Bambara's short story collections Gorilla
My Love and The Sea Birds are Still Alive reflect Whiteness. Like Dumas,
White folk are relegated to the periphery, while a few interlopers are allowed
entree into her stories. Nancy Hargrove comments on Bambara only having
White characters in the stories "Playin' with Punjab," "Gorilla My Love" and
"Blues Ain't no Mockingbird." In The Sea Birds Are Still Alive White characters
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are in "Christmas Eve at Johnson's Drugs-N-Goods."
I would be remiss to
ignore how Whiteness figures in Bambara's stories: "The Lesson" where Miss
Moore pierces Sylvia's sense of self with an eye-opening trip to FAO Schwarz;
the mischief instigated by Hazel in "Gorilla My Love" is against the authorities
who are White (despite the Black matron's presence); "The Organizer's Wife"
where the granite company finagles to purchase the church for its buried
stores of precious minerals; the May Pole Dance in "Raymond's Run;" "A
Tender Man" where Cliff, is confronted by the contradictions of his indifferent
past in the form of his "mixed" daughter. The "conflicts of unity" are
interspersed in her short fiction, as is her deep devotion to human life, but
generational conflicts take center stage in "Gorilla My Love," "My Man
Bovanne," and "Broken Field Running"; whereas conflicts of allegiance are
apparent in "The Organizer's Wife," "Raymond's Run," "Talking Bout Sonny,"
"The Apprentice," and "Witchbird." Bambara's stories "My Man Bovanne,"
"Blues Ain't no Mockingbird" "Organizer's Wife," and "Gorilla My Love" deal
with the "politics of confrontation and alienation" in Black and Black and Black
and White interactions.
Textual Analysis: Generational Conflict
If adults betray children in "Gorilla My Love," Bambara addresses the
other side of the generational conflict coin, by having the youth betray the
wisdom of the elders in "My Man Bovanne." "My Man Bovanne" is the story of
a widow and an elderly blind man dancing at a rally sponsored by local Black
Power activists. The purpose of the rally is to form a "council of elders." Miss
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Hazel Peoples is integral to getting the elders involved in the Black Power
goings on and her presence is important for that reason, but her children have
the idea that they know what is best for her and the movement. Throughout
the story we realize the irony of grass roots movements (in this case the young
folks) ignoring the great cache of wisdom and information embodied in the
walking libraries of "old folks." This irony is heightened by the fact that the
main organizers are the offspring of Miss Hazel, who want to use her influence
to convene a "council of elders to act as an advisory" (Gorilla 6). Unfortunately
her "needs" for companionship are viewed as an embarrassment to her
children, despite the fact that her dance partner, Bovanne, used to fix things
for them and, "the kids like him. Or use to fore Black Power got hold their
minds and mess me around till they can't be civil to ole folks" (Gorilla 3).
Farah Jasmine Griffin (1996) notes that while youth must be served, Bambara
shows "there is no revolution without the support, respect, and love of the
elders as fully developed human beings and not as cliches" (230). In this
instance, irony takes on the level of absurdity given my earlier discussion
(chapter two) of young folks' incorporation into the movement. 17
We move from generationai conflict within the family, to generational
conflict on the level of community. "Broken Field Running" is a story told by
the first person protagonist Lacey as she wonders how rebels and fighters
keep their spirits up when battling the seemingly indomitable hydra of greed,
disappointment, disillusionment, and frustration. Lacey and Jason are workers
and teachers at the Harriet Tubman Institute of Struggle who are escorting
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their students' home after a visit to an African Art exhibit (Sea Birds 58). The
landscape provides a bird's eye view of the story's tone and Lacey's mood, as
obstacles and contradictions reveal their ugly head in their journey,
"scrambling over the banks of dirty snow
. . .along the salt trails of a people
crisscrossing tracks down the road of history (Sea Birds 41, 55). Meandering
from tenement to tenement of Lawndale Homes and past the numerous
markers of despair and segregation's blight—which includes the "new high
school beyond the cyclone fence" (Sea Birds 64)—cynicism, sarcasm, and
defeatism are in full effect. We get a view of the numerous traps, setbacks,
and letdowns that, if difficult for an adult to overcome, explains why so many
young people are jaded by their surroundings. Lacey muses, "what have I
seen but junkies noddin in the alley, dudes steppin in my window to rip me off,
folks that'd kill God for a quarter" (Sea Birds ). The gloom of "Broken Field
Running" is a precursor to Velma's need for healing in Bambara's novel The
SaltEaters .
Lacey's reflections strike an ironic chord for this reader. On one level,
the character Lacey finds herself questioning the personal sacrifices of Jason
and herself when they are confronted by numerous examples of Black people
who only look out for themselves. On another level, Lacey is confounded by
the swiftness of Black unity's unraveling, seeing it reached a crescendo during
the Civil Rights Movement of the 1960s and 70s. On a deeper level, Lacey's
reflections call into question the untold sacrifices of the ancestors who
struggled and toiled in obscurity so that future generations could reap the
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benefits of their labors. For this reader, the irony of Lacey's musings are
evident in the self-destruction reflected not only in the landscape, but the
actions of the younger males who were staking out their "winnings" (territory)
in the "we have overcome" sweepstakes. The generation gap is further
realized in the breach between the young and the old: the old "guarding" their
homes, while the up and coming's "man" the outside entrances. In sum,
Lacey's observations are based in her concern for the future of the young
ones in her charge. Having addressed examples of generational conflict on
the micro (family) and macro (community) levels, I will now address Bambara's
treatment of the conflicts of allegiance as further impediments to Black unity.
Textual Analysis: Conflicts of Allegiance
"Raymond's Run" is Bambara's oft-anthologized story of a young girl's
attempt to protect her brother, only to realize her brother and rival have
abilities too. Told in the first person by the young narrator "Hazel Elizabeth
Deborah Parker" (a.k.a. Squeaky, Mercury) the competition for "fastest" in the
neighborhood between herself and her new archrival Gretchen reveals a
positive look at overcoming competition and seeing the possibility in
empowerment and collaboration. Through interior monologues, before and
during the race, the reader comes to know how Hazel differentiates herself
from the "rest of the pack." Rivalry and competition are offset by Hazel's
realization of her responsibilities and Raymond's possibilities. In other words,
Hazel comes to see that Gretchen is not the "enemy or the competition."
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In "Raymond's Run," Bambara reveals the complexity of the "conflicts of
unity" on three levels: within the Black community, the Black family, and the
Black individual. On an individual level, we are introduced to the pressure
Hazel faces "being the best" combined with the responsibility of caring for her
"challenged" brother, "cause he's not quite right. And a lot of smart mouths
got lots to say about that too" (Gorilla 23). On the level of family, the pressure
Hazel faces for caring for her brother mirror the familial pressures associated
with young people (children still themselves) having to care for their younger
siblings in the absence (for whatever reason) of adult supervision. Finally, it
sheds light on the incessant competition that exists among members of the
Black community as they grapple for the position of "best Black." Recalling
Karrer's critique of Bone's Down Home , Bambara sheds light on the pitfall of
the "best Black" syndrome, while addressing the conflicts stunting Black
writers and artists: the tension between the artist's responsibility and the
freedom to express her/his self creatively.
Conflicts of allegiance come to a head in Bambara's "The Organizer's
Wife". Virginia (the protagonist) reminisces about "coming of age" while
learning to love her husband, Graham, who is in jail for "disturbing the peace."
Graham is guilty of organizing Blacks so they would not have their land stolen
from them like Jake: "The bogus receipts were pinned prominently as always
to his jacket pocket. Signed by someone the county said did not exist, but
who'd managed nonetheless to buy up Jake's farm at auction and turn it over
swiftly to the granite company" (Sea Birds 4). The people Graham intend to
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help turn on Virginia: "some felt she was taking too much of his time, their
time" (Sea Birds 14). Graham returned to the area and started the cooperative
school where the local folk learned the basics plus measures to resist the
wiles of big business:
'Here Gin,' the woman was saying. 'He a good man, your man.
He share our hardships, we bear his troubles, our troubles.' She
was stuffing money in between the carry straps, patting the
chubby legs as the baby lolled in his cloth carriage. 'You tell
Graham we don't forget that he came back. Lots of others didn't,
forgot'. . .. (Sea Birds 8).
Unfortunately, the group is fractured by the internal squabbles that destroyed
branches of the movement. Their desire to help, and the men's desire to
"avoid destroying food that could still be salvaged" (Sea Birds 5) are in
opposition to the granite company's desire to exploit and the Revum's desire
to make a profit.
Virginia felt the community had never given back: "She'd been leaving
since the first day coming" (Sea Birds 7). Virginia has no loyalty to her home;
while she is from the community she is not of the community: "She had never
gave folk a chance, just like Miz Mama Mae always fussed. Never gave them
or herself a chance to speak the speak" (Sea Birds 19). Anger saps her of the
energy she needs to maintain the garden, herself, and her family. Unlike
Graham, she does not share their burdens; it is net until a crisis (Graham is
jailed) and the men help her with the garden that she comes to understand
Graham's place is among the community and her place is right beside him.
Graham sustained the community, Virginia sustained him, and the baby
sustained her, but the garden sustained no one. The garden was unkempt
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and a reflection of Virginia's inability to "speak the speak." Also, the garden
reflected her inability to be self-sufficient. She comes to the realization that
she needs people and their help. Her ability to "speak the speak" comes when
she finds herself confronting "Revum" Michaels, who has undermined the
"cooperative's" efforts for the sake of personal gain: '"You might have waited
like folks asked you. You didn't have to. Enough granite under this
schoolhouse alone'—she stamped, frightening him—'to carry both districts for
years and years, if we developed it ourselves'" (Sea Birds 18). In this episode,
Virginia understands she is part of the "we." After whipping the preacher, she
whips out her breast and feeds her baby, "Then everyone was silent before
the naked breast and the sucking. Silence was what she needed. And time,
to draw together tight what she'd say to Graham" (Sea Birds 20). The entire
story is her coming of age: her coming to grips with her role as the Organizer's
wife (selfhood), her coming to tell Graham what she was feeling and thinking
(womanhood), and coming to understand that she needed 'them people" as
much as they needed Graham (peoplehood).
Bambara puts a different spin on the conflicts of allegiance in
"Witch bird," which is the story of Black women struggling to break through the
various boundaries or limitations (self-imposed and/or those that are imposed
by men, the community, or each other) that have led them to sing the blues.
Honey is a singer who owns a home that has been transformed into a
boarding house for her manager's ex-girlfriends. The story reveals the
hardships of being an entertainer, artist, and independent thinker, as the
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stereotypes of larger society are equaled by her '"friends who trap me in their
scenarios... Got me typecasted'" (Sea Birds 172). Honey is about the
business of music, which provides her with an avenue for releasing.
Honey is mature compared to Hazel's burgeoning awareness that
Gretchen is not her competition or rival, in "Raymond's Run" and Virginia's
"coming-of-age" in the "Organizer's Wife." This is evidenced in the
camaraderie Honey shares with her should be "enemies" who love, nurture,
and support one another. However, there is a tinge of disappointment in
Honey as she bemoans the fact, "it's hard to say no to a sister with no place to
go. So they wind up here expecting me to absorb their blues and transform
them maybe into songs" (Sea Birds 170). In sum, "Witchbird" brings to light
Bambara's growing gender or Womanist consciousness, and shows that the
quest for a healthy love is what these women yearn for and need most. In the
end, Honey has found that love in self, sisterhood, and spirituality, while often
ridiculed and denigrated, is healing and transformative.
Section Conclusion
Bambara's treatment of generational conflicts and the conflicts of
allegiance as devastating symptoms of the "conflicts of unity" are often
pointed, humorous, ironic, and bittersweet. Like Dumas, Bambara's concern
reflects her love For Black people, in particular, and humanity in general. Not
to be lost is her keen understanding of class and gender issues, especially
with respect to the Black community. In Gorilla My Love , Bambara's keen eye
creatively renders the conflicts of allegiance and generational conflicts that
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befall the nexus of the Black community: the Black family, the extended family
network, and the Black community in its localized setting. With the publication
of The Sea Birds are Still Alive
, her focus enlarges, reflecting her broadened
awareness of the global reach of white supremacy. Like Dumas, Bambara
reveals the pitfalls presented by allegiance and generational conflict, while
showing how to offset these obstacles to unity. I will now retrace the "human
railroad of bones" in the Atlantic and head towards Njabulo Ndebele and
Sindiwe Magona's fictional treatment of the "conflicts of unity" in South Africa.
Njabulo Ndebele
1
'Art makes ordinary things extraordinary' (Fools 78)
Introduction
Ndebele deals with conflict from a number of social perspectives
(family, friends, and community/ethnicity). While he does not confront "racial
issues" ad nauseum, he does address them within the confines of class and
cultural conflicts. The idea of young people as agents of change and conduits
for social, cultural, and even political reproduction gets reworked along with his
critique of resistance that promotes conformity as a guise for unity.
Literature Review
A great deal of critical attention has been focused on Ndebele's
intervention with respect to the state of Black writing
in South Africa. KJ
Phillips (1990) notes the suggestiveness of Ndebele's
language use and
acknowledges he refuses to be bound by dogma. Phillips takes
umbrage with
the tendency to equate indeterminacy with "no
meaning" and argues "the
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word, as the poet uses it, has to be conceived of, not as a discrete particle of
meaning, but as a potential of meaning, a nexus or cluster of meanings" (89).
Taking this idea one step further, Phillips asserts that "multiple readings" exist,
and while many of these readings may be contradictory, it would be foolish
(excuse the pun) to suggest that multiple readings of Ndebele's Fools do not
minimize his creative critique of apartheid. In other words, keeping with his
theoretical perspective, Ndebele avoids the cliched accusation that "apartheid
is bad" for it avoids "recognition of the complexity of the situation we are
confronted with, and [stops us from] proceeding to work out counter-means
which are commensurate to this complexity" (Ndebele 1994, 344). Building on
"deconstructionist readings" of Ndebele, Frank Rumboll (1991) points out
Ndebele's transgressing or rupturing of boundaries. Taken together, Rumboll
and Phillips show that Fools is not an oppositional or binary text about
apartheid. In other words, both advocate "opening up the possibilities" instead
of adhering to "core meanings" elicited by reading Ndebele's Fools.
J. M. Coetzee's (1986) examination of Ndebele's fictionalized use of "a
generation of politicized black children impatient with what they saw as the
capitulation of their parents to apartheid" (36), offers a
useful analysis of Black
children's role in the struggle to end apartheid. Coetzee sees
the conflict
between generations crystallized in the conflict between home and the street:
The home is the zone of order and security, usually created by
the hard work and self-sacrifice of a woman. The street,
contested by criminal gangs and police patrols, is a zone of
disorder and insecurity, though also of vitality. Between
these
zones Ndebele's children move trying to satisfy
the demands of
the home without transgressing norms of the street. The task is
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of course impossible to fulfill for any length of time: one of the
irrationalities the stories point to is that by providing no space in
society into which black children could advance, apartheid forced
them all into the street, where they formed themselves into the
army that is at present besieging apartheid's bastions. (36)
Ironically, as cogent as Coetzee's analysis may be it overlooks the role of men
in Fools. Granted "self-sacrificing women" make home an "order[ed] and
secure" place in each of the stories, it ignores the role of men in shaping home
in "Uncle" and "Music of the Violin." It seems odd to ignore the space Black
men occupy in creating "safe and secure" spaces for Black children. On one
hand, Coetzee's remarks may take for granted the Black male's absence
given the exploitative laws concerning migrant workers. On the other hand,
his comments may point to their failure at creating "safe and secure" spaces
for the children, which in turn has led to children's central role in the violent
upheaval then affecting South Africa. This disagreement may seem trivial, but
it calls into question the unassuming nature of criticism that simplifies and
overlooks society's role in fostering such "pathologies."
For critics George Packer, Maureen Howard, Raymond Mazurek, and
Sarah Rudin, Ndebele's Fools proves problematic. 18 Mazurek notes,
"Although his protagonists are often children, their problems prefigure the
dilemma of the student, the artist, and the intellectual in confronting the
conflicts of race and class" (75). Unlike, Packer and Coetzee, Mazurek sees
the tension between the individual and group explored in great detail:
"Ndebele's stories do not project a unified black experience. They are stories
of self-division, of intellectual yearnings, and class division" (76). He shows
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how Gordimer and Ndebele's fiction "address the depth of history concealed
by apartheid, but he arrives by a very different route. While Gordimer critiques
the dominant ideology by pointing out its gaps, omissions, displacements, and
silences, Ndebele explores the subjective experience of his characters and the
contradictory demands they face, reconstructing the silences of Black life and
evoking a world not dominated by the necessities of political struggle"
(Mazurek 79). His comments are consistent with Ndebele's theories, which
serve as fodder for discussion later in this section.
George Packer's review of Fools (1986) notes the unfamiliarity of the
stories and the "shock of non-recognition" that contradicts the sensationalized
reporting US readers received about the events transpiring in South Africa at
the time of Fools' production. Despite his misgivings—Packer finds fault with
"Music of the Violin," "The Prophetess," and "The Test": "The three shorter
stories feel a little thin: without Nkosi's intellectual weight or the social context
of the post-Soweto writing, they read smoothly but don't leave much behind"
(572)—he acknowledges Ndebele's expertise is in handling the conflict
between generations in Fools . Packer recognizes that his "political and literary
sensibilities have got [writers like] Nkosi, Ndebele and others in a trap" (573).
The discomfort Packer acknowledges is echoed by Maureen Howard
(1988) who notes, "Ndebele wants us to know his world with all its quirky
social detail, its desperate striving for authenticity, and (something we can't
have suspected) its grand sense of self-mockery that undercuts the tense
containment of daily life" (246). Sarah Ruden's analysis of Mda and Ndebele
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(1998) is a memoir on how she "[came] to African Literature out of guilt and
fear," only to "experience another world more vividly through the resistances
the literature evoked in me [the author Ruden]" (156). Her "discomfort" is a
result of Ndebele's attention to craft and his refusal to concede to Western
edicts of style. Tradition may hold sway and the elders may rule, but the
"collectivist sentiment" or "rule" seems ludicrous and "out of worldly" by
Western edicts of "liberal individualism" (Ruden 159). I found her essay
problematic and reminiscent of May's assertion that we think, "everyone sees
the world as we do." In other words, the lack of "universal appeal" for African
writers, like Ndebele, could have been averted had these writers not,
constantly directed their attention back home to the 'struggle,' so
that they were less objective and even had a tendency to
emphasize defiantly what they knew outsiders would not like,
such as assertion over story-telling. Their insistence on their
difference would have been more useful—to themselves and to
the next generation—had they not overlooked those features of
African literary culture which are better on aesthetic grounds
than what the West has now, even according to the West's own
standards. Current American and European literature can be
tiresome in its neglect of common sense, common tastes, and
common use. (Ruden 163)
She notes his "chief concern [is] the young, and it is in depicting their
integration into society that he expresses the typical African regard for the
group. His emphasis on growing up is in general not about achievement and
independence but about fitting in" (161). Her strongest critique is, "Westerners
[like myself] sometimes find Ndebele callow, reminding them of teenage-
authored fiction in which a grown-up advisor is the deus ex machina,
or in
which the protagonist achieves happiness by doing what is
expected. Again, a
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completely different view of human development is part of the reason for the
appreciation gap, which there has been no easy way to mend. Ndebele is all
but ignored aboard" (161-162). In short, Ruden expects conformity and
overlooks his explication of the conflicts that bedevil Black South African unity.
Issues of relevance, commitment, interiority, attention to craft, and the
viability of representation in the "ordinary" converge in Ndebele's critical and
creative consciousness as evidenced by his criticism in South African
Literature and Culture: Rediscovery of the Ordinary and his creative work
Fools . In Fools , Ndebele takes advantage of the "here and now[ness]" of short
story in order to focus on the complexity of Blackness, within South Africa, and
to present a number of challenges (socially, politically, economically, culturally,
and artistically) Blacks will face with the demise of Apartheid. He decenters
Whiteness by situating all of the stories in Black townships: not in the city, yet
not part of the suburbs either and in fact disconnected from the rural
homelands. 19 "The Test" is by and far one of the most coherent examples of
the conflicts of allegiance, whereas "Music of the Violin" and "Fools" expertly
address generational conflicts. It bears noting that "Uncle" and "The
Prophetess" meld both into his discussion of the "conflicts of unity" besetting
Black South Africans. In sum, Ndebele uses the short story to interrogate the
"ordinary" which he sees as the future of writing and South African society.
Ndebele consciously deals with anonymous children, giving us the
world through the eyes of a child or young person with middle-class
tendencies. Race and class mark these young male protagonists, while a few
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remain nameless.20 This shift in point-of-view is emblematic of his
commitment to South Africa's future. His use of young protagonist/narrators
parallels that of Toni Cade Bambara who often used young 1st person
narrators who were not omniscient, but insightful given their penchant for
interrogating their internal confusions. His protagonists' "everyboy" status
reveals the importance of creating strong individual identities, which will help
create strong familial, communal, societal, and national bonds, grounded in
self-knowledge, respect, and determination. According to Ndebele, the
transference of self-knowledge transcends the cultural, familial, ethnic, and
gender differences that threaten the stability and future of South African
democracy. It also reveals the bildungsroman, in Ndebele's short story cycle
as the narrators "come of age" in the maturation from young boys, to
adolescents, to young men, and even to an older man [Zamani] who is
"forever making a fool of himself (Howard 246).
Textual Analysis: Conflicts of Allegiance
Ndebele's first piece called, 'The Test," is a story about five boys
(Thoba, Vusi, Simangele, Nana, and Mpiyakhe) from Moyaba street in
Charterston, whose lives are an example of the constant power struggle,
based in allegiances, that threaten these relationships. Having faced the rival
boys of Thipe Street, "The Test," exposes the internal squabbles that threaten
the integrity and unity of any group. Generational conflicts are evidenced
throughout the story, but Thoba rejects the help of the church, his rivals, the
community, the rules of his mother (via the women at the bus stop), and an
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alternate father image (Mpiyakhe's father), in order to overcome his fear and
his feelings of alienation associated with the implications of class. "By going
against his mother's wishes, and by refusing the aid—loaded with generational
power—of the adults in the street, he has made a claim to ownership over the
streets" [emphasis mine] (Collins 77). Despite the tenuous allegiances of
racial/ethnic homogeneity, identity formation plays a major role in highlighting
the animosity (appearing as petty jealousy) existing between urban and rural
South Africa—all of which are linked to the socioeconomic factors that
exacerbated differences among Blacks during apartheid. This conflict offsets
the sense of triumph Thoba feels at the end of the story. Claims of ownership
are "tested" in the remainder of Ndebele's short story cycle.
"The Music of the Violin" deals with conflicts of class, culture, and family
in the "high price of respectability" that Vukani's parents are willing to pay in
this play on "self mockery" (Howard 246). Conflicts of allegiance are evident in
Vukani's struggle with the ideas of his parents, and the inner turmoil that exists
between fulfilling his parents' dreams and discovering his own. Vukani and his
sister Teboho are the children of an inspector and a nurse (Dorcas), who live
in the Dube section of Soweto. Along with their guests (the Zwanes) Vukani's
parents symbolize an elite faction of the Black middle class. Finding the
"garden plot" episode humorous and typical of "kaffirs," they are symptomatic
of lost cultural awareness and what Fanon noted was the debilitating legacy of
colonialism: a fragmented sense of self. 21 Every aspect of their life (and their
children's) is tainted by the belief that western culture is best.
239
The larger frame of the story is about Vukani's growing anxiety over
playing the violin. Vukani's split epitomizes the cultural clash inherent in class
aspirations and symbolizes the rift that exalts the attainment of European
definitions of culture while subjugating the cultural riches in South African
indigenous art. Vukani encounters the boys, led by Bhuka, who request
"township" music (popular local music). When he is threatened with physical
harm (by the boys of Maponya Mall) he pleads, "I'd have to learn how to play it
first. I can't just play it like that" (Fools 140). Eventually, they rough him up.22
'Hey, music man!... Don't you know your name?'. ..Shit! screamed
the leader. 'We just wanted to talk to you nice-nice. That's all.
We just wanted to dance to your music a little. Dance to your
guitar a little. But no. You don't even look at us. Do we smell,
music man?...Tell me now, can you play Thoko Ujola Nobani?'
(Fools 137-141)
The boys see his actions as condescension. Vukani's distorted self perception
is projected onto the boys whom he sees as a threat. Seeing them as a threat
is indicative of his mother's views towards indigenous cultural expressions:
she detests them. She objectifies the boys and passes off their powerlessness
as petty jealousy. Seeking comfort and reassurance, he only gets derision:
'If you say they are jealous you make them people with feelings.
No. They do not have that. They are not people: they are
animals. Absolutely raw. They have no respect for what is better
than they. Not these. They just trample over everything. Hey
you, play that instrument and stop telling us about savages.'
(Fools 149-150)
One would think he is caught between competing loyalties over the music he
should play. Not once does he express what kind of music he would like to
play. In fact, Vukani rejects what it means to be "Black" as espoused by
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Bhuka and the boys. Ndebele uses the boys to invite Vukani to connect to his
ancestral roots, in an attempt to get Vukani (the artist) to use his Western tools
to "entertain and enlighten" the community (like Lovington in Uncle).
Teboho, whose militancy comes from her education in the "North,"
revolts against her mother's worship of all things White. Conflicts of allegiance
come to a head when Teboho accidentally shatters her mother's prized tea
"China." Dorcas, who is trapped by her need for the prestige money and
status afford her, explodes in violence as a tussle ensues between mother and
daughter. Dorcas, looking to have her anger quelled by her son's music, is
incensed as Vukani rejects her appeal: "Ma I don't want to play the violin
anymore" (Fools 149). The Zwane's comments add insult to injury: "how
difficult it is to bring up a child properly in Soweto! To give him culture. African
people just turn away from advancement" (Fools 150). Enraged Dorcas
repeatedly slaps Vukani, until Teboho comes to his rescue. Ungratefulness is
clear in Dorcas' constant references to the financial extremes they endured to
produce children that would be acceptable to White society. Unfortunately, the
materialistic shows of affluence, alienate Dorcas from her own children who
become window-dressings in her attempts to attain "culture."
What is the correlation between Vukani's struggles with his homework,
parents, classmates, and the ever-looming violin? Ndebele's questioning
whether Africans are better off because of their interaction with the Europeans,
Afrikaners, skillfully shows how it becomes harder for Vukani to accept the
propaganda of the Bantu system of education. The anxiety he feels towards
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his homework goes hand in hand with the revulsion he feels for the violin,
which are both symbolic of cultural domination. Although it brought his
parents and their visitors the appearance of "culture," the violin caused Vukani
pain. What Vukani's parents fail to realize is that their son is not White and
resents being judged according to standards which do not fit, his experience,
his reality, and his perceptions, regardless of the parents efforts to alter his
reality. Vukani's dissent is not against his parents, instead it is directed at the
methods employed to create, "good little kaffir children," who are subservient,
know their place, and will become perpetuators of this same oppression.
Seeking to reassert a claim to his ancestry, the revolutionary is awakened in
Vukani's consciousness, when he balks at the request to play the violin. He is •
coming to consciousness through the process of negation, (he does not know
what he wants to do, but he knows what he does not want to do), but Ndebele
infuses hope: "Dead things catch fire" (Fools 131).
Textual Analysis: Generational Conflict
Conflicts of allegiance are evident in "Uncle," but generational conflicts
take center stage. "Uncle" is the first-person story of a young boy, referred to
only as mshana, and his maternal uncle. Unable to help his sister (Sisi), when
she loses her husband, Lovington (the uncle and a popular trumpet player)
seeks to fill the male gap in his nephew's life: "An uncle looks after you" (Fools
54). 23 Under the watchful eye of his uncle, mshana encounters numerous
"rites of passage," while learning lessons about knowledge,
culture, and
community in this crucial journey from childhood to manhood.
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Lovington is making transitions that have to do with responsibility, and
like Vukani, he struggles between following his own path or the one advocated
by tradition. The conflict of perfecting one's talent without surrendering talent
to the edicts of duty mirrors the dilemma Black writers faced. Having learned
the strength of conviction from his father, Lovington remains steadfast in his
assertion of autonomy. He recalls his travails growing up the son of a
Presbyterian priest who "traveled] by train, by bus, by car, by bicycle, and
sometimes we would walk long distances... [because] he had something to
important to give the people... something that would make their lives
meaningful" (Fools 103). Lovington's commitment resonates in the lessons he
learned from his father; however, refusing to follow in his father's footsteps, he
experiences what he called "the bottom of life" (Fools 104). Using musical
improvisation, Lovington reveals the importance of commitment, discipline,
and the freedom implicit in self-actualization, which reflects Ndebele's call for
the expansion of the Black South African literary imagination:
'You see when you are improvising you are fee. Completely
free. But I'm telling you you've got to learn to be free. You've
got to struggle hard for that freedom. You see if I can give you
this trumpet and say to you: play something, you'll soon tire of
playing anything, because your playing will have no direction.
Unlearned freedom frustrates; nothing elevating and lasting
comes of it'. (Fools 76-77)
Lovington is a contradiction in terms and an example of intra-
generational conflicts. He is a renaissance man: "Lovington... is as at home
on the streets as in the library" (Mazurek 76). He is a boon to the women and
a source of irritation for Nzule who accuse Lovington of stealing his love
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interest. Nzule's prospects for a better future are hindered by Lovington's
seduction of his girlfriend, forcing Nzule to challenge Lovington to a fight, "I
struggled so much to get this girl. Even teachers have been wanting her. But
she chose me. When am I going to get a high school girl again? And then
you come and spoil everything in one night" (Fools 91). Despite his
shortcomings, he is a source of pride and jubilation for the community and a
source of inspiration for mshana, Doksi, Wanda, and Brother Mandla.24
Lovington believes he, like his father, "has something important to give to the
people:" his music. Ndebele leaves the reader with Lovington's music bringing
the community together in a joyous cacophony of dance, music, and sun: "the
gramophone, the trumpet, the concertina, the guitar, the mouth organ, the
hooting cars, and the wedding song. And the setapo dance is raising dust into
the air" (Fools 123). Transmissions of memory, tradition, and ideology are
pronounced in "Uncle," "...the title character in Ndebele's 'Uncle' provides
through his words and example, a strategy for achieving this kind of social
reproduction" (Collins 73). Lovington shows how to offset generational
conflict, while maintaining a devotion to his calling.
Generational conflict is readily apparent in Ndebele's title story "Fools."
Zamani was once a prominent "leader," but fell from grace and is confronted
with his failures in the youthful Zani. Ironically, he raped a student, (Mimi) who
is the sister of Zani. In this story Zamani lacks integrity and Zani lacks a
language to communicate ideas of revolution to the people. Phillips remarks,
If Tee [Zamani] resembles a chicken and Zani resembles a
chicken, then they resemble each other. In fact it is part of
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Ndebele's great compassion to let us see the admirable Zani as
what Tee might have been, making us sympathize with the
hurtful teacher who has internalized and perpetuated the hatred
heaped on him by apartheid. (Fools 96)
This mirroring technique serves as a critique of Black leaderships' failures and
disruptions of generations. It also illustrates the layers of conflict in the novel.
In some respects, Zani reflects aspects of the Black South African
literati who are disconnected from the people they proclaim to help. By
overcoming the faults leading to his downfall, Zamani's struggle is to redeem
himself. By averting the destruction of Zani, Zamani regains some semblance
of dignity. Zani's approach is self-serving, seeing he is a young intellectual
obsessed with applying his abilities to the problem of political liberation
(Mazurek 78). Zani ignores the community's needs; he sees them as
something to be acted upon and not as collaborators with an interest and
valuable input for their own "liberation." While Zamani has lost his integrity, we
do not get the sense he did not know the language of his constituency. The
familial conflicts between Zani and Zamani only exacerbate the generational
gap between these two leaders: Zamani (the past) and Zani (the future). To
Ndebele's credit, the reader is left to develop a solution to this problem.
Section Conclusion
In showing the pitfalls to unity, Ndebele, like Dumas and Bambara,
reveals the possibilities that come from creatively engaging the "conflicts of
unity." His explorations of the tension between tradition and modernity, the
individual and the community, and the role of the artist, reflect the multiple
levels of engagement that he brings to the issue of unity in Blackness. While
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Ndebele does a superb job chronicling obstacles to Black unity, I will now
move onto Sindiwe Magona's treatment of the "conflicts of unity" in her short
fiction.
Sindiwe Magona
My telling of the stories is so that they won't be lost. Some
things may not be considered important by historians, as they
are not the kind of things you find in history books, but for me
they are important because it's how we lived... I'm not an
expert. I'm just somebody who lived apartheid... I see the past
loss, I see what the government did that was wrong, but this is
not the whole story of my people. We had love: as children we
were protected, we were valued. We were prized as children
—
we don't get this in the history books... So I'm a storyteller
because I want to preserve some of these things as we change.
Every society changes all the time, but some things we need to
keep on record, so that one day, perhaps, we may revisit them.
(Chiavetta 167, 168)
Introduction
There is a definite feminist/Womanist slant to the critical attention paid
to the works of Sindiwe Magona. In fact, with the exception of her
autobiographical texts (Forced to Grow and To Mv Children's Children ) and
her novel response to the death of Amy Biehl (Mother to Mother), "Part I" of
Living Loving, and Lying Awake at Night has garnered the most critical
attention. Likewise, her interview gueries reflect these same findings.
Nadezda Obradovic offers an innocuous review of Living, Loving, and Lying
Awake at Night, where he notes the power of Magona's craft:
" Apartheid is
not dealt with directly, but it is omnipresent, serving as a
backdrop for all the
tales in the collection... Although the lives, fates, and destinies
of Magona's
characters are sad, however, the stories do not exude pessimism;
on the
246
contrary, they stimulate persistence and the will to go on, to survive" (224). In
Deanna Larson-Whiterod's brief review of Living, Loving, and Lying Awake at
Night, which grades an "A," she notes, "Magona is a storyteller centered in her
power, convinced of the universal relevance of what she sees" (239). Carol
Boyce Davies' writings about what could be considered the beginnings of
interest in Black women's writing suggests, "for the South African women
writers telling her story is a simultaneous structuring of her own space" (134).
As mentioned with Bambara, to my knowledge men (with the exception of
David Callahan's 2001 essay) have not critically addressed the writings of
Magona. Is this a reflection of Black hegemony, an oversight, or a function of
the gendered lines of demarcation within critical circles? In other words, the
short stories of Magona have not received the critical attention they deserve. I
forego analysis of Part I (Women at Work) for conflicts of allegiance, in this
section, as they are readily apparent; however, it is necessary to address
Loflin and Daymond's analysis of "Part— I Women at Work."
Literature Review
Critics Sarah Nuttall, Margaret Daymond, and Christine Loflin expend a
great deal of ink detailing the positive aspects of "Part I—Women at Work." In
fact, all three forego mentioning the remaining stories in Living, Loving, and
Lying Awake at Night . For Loflin, Magona lays bare the impediments to Black
and White and Black and Black women's solidarity within South African
society: "In her confrontation with Imelda, her concern for her family takes
precedence over class loyalty (although not without some uneasiness on
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Imelda's part). Thus, while Aiini would be happy to see her friends prosper
and to see working conditions improve for everybody, what she wants most is
for her children to lead a better life" (114). M. J. Daymond echoes this
sentiment in her brilliant analysis of Magona's use of oral structures to present
the domestic workers' lives in Part I of Living Loving and Lying Awake at Night .
Daymond notes the tensions between characters in oral tales and the
characters in the "circle of domestics" that constitute "Part I—Women at
Work." Again, Atini's actions, thoughts, and voice frame "Part I." Likewise our
"framed listener" does not "fit" the mode of a traditional oral protagonist, who
"transforms the community" through their "heroic" exploits or submits
themselves to a rite of passage (initiation) before reentering the community.
Daymond confides that a third option, one of "syncretic cultural value" is
realized in Magona's finely mediated narratives that show "the extraordinary
resilience and adaptability of indigenous cultural forms" that produce a
"complementarity of forms" (342). In other words, according to Daymond,
Atini's growth "invites" readers to "cross the old categories" and "ensures that
the issue of membership pulls each of us [readers] across into unfamiliar
insights" (342). For Magona, it results in our understanding the "conflicts of
unity" that await Black efforts for solidarity. "New recognitions" come from her
stories of the ironies confronting the "New" and hopefully better South Africa.
There is history in Magona's writings. In the villages and township
locations, the Black family and Black folk from an individual and communal
perspective are represented in her stories. Magona shows the transition from
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the rural homelands to the urbanized townships in her attempt to make the
connections between these "Black spaces," while showing the contradictions
arising from the pressures within racial, ethnic, class, and gender categories,
and from the larger structures of racist rule. Magona begins and ends Living,
Loving, and Lying Awake at Night in the Black rural areas. The stories in
between detail the protagonist's interactions as a domestic worker and their
reactions to their interactions with Whites, but mostly the stories are about
their dealings with each other: their aspirations, frustrations, disappointments,
expectations, and the bitter ironies of life. Mainly the stories chronicle the
"conflicts of unity" from the "other side" of domestic relationships in South
Africa. Reflecting her role as "storyteller," which is grounded in her Xhosa oral
traditions and attenuated by her authorial voice and control of narrative forms
in Western discourse, Magona performs the role of storyteller and shows how
Black movement results in a disconnect given the elders' movement away
from "ancestral" link or guide to one of urbanized adult (Morrison 39).
Magona's "giving voice to the voiceless" demands further examination.
In a fashion similar to my earlier critique of George Fredrickson's important
comparative trilogy, it is one thing to "tell another's story" or to shed light on
the suffering of another; however, it is a far more "human" accomplishment to
serve as the conduit by which one tells their own story.25 Magona
accomplished this feat in Living Loving, and Lying Awake at Night through the
narrative posture of the listener/narrator instead of the standard narrative point
of view of the third person narrative that is "outside looking in" as opposed to
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Atini's "inside and letting the outside look in" point-of-view. In other words,
Magona has Atini "lift the veil" for an insightful look, which stands in opposition
to the voyeuristic or interrogatory gaze of the "traditional" third person narrator.
Taking this idea one step further, from 1960-1987, the treatment of Black
domestic workers in the short story form concentrates on males' or White
females' representations of the Black domestic's struggles. Thirty eight stories
concentrate on the effects of interracial relationships: White and Black
women's interactions, clashes between domestic workers, employers, and
children, the brutal treatment domestics encounter, the inequality of the laws,
living problems, White anxiety, and the incompatibility of human relations
within the apartheid system. A number of Black men give voice to Black
domestic workers, but of the 38 stories chronicled in Katherine Dubbeld's
Reflecting Apartheid (1990) only one Gcina Mhlophe's "The Toilet" is by a
Black South African woman. In other words, Magona's work gives the reader
a firsthand account on the hardships Black domestics encounter 26
Magona's decision to sandwich Whites in the Black experience mirrors
the same technique she used in her first novel To My Children's Children,
where she begins by acknowledging Whites as a peripheral aspect of her
childhood memories; however, as To Mv Children's Children continues,
Whites take on more than a cursory role. Magona intimates in Jo_My
Children's Children that Whites become a source of opposition and
exploitation in her life due to her need to raise her children.
In Livinq, Loving,
3nH i ying Awake at Night , Magona begins and ends with Blacks
amongst
250
themselves. In this manner, Magona shows that Whiteness has shaped the
geography of South Africa, but not necessarily the minds of Black South
Africans. In other words, Whites do not constitute Magona's sense of self,
identity, or storytelling.
The sense of distance. felt between herself and Whites is evident in her
need to go back to her early recollections showing how these views would be
greatly reinforced during her times in the employ of White South Africans,
most notably the "Lady who walks on sticks." In Magona's Living, Loving, and
Lying Awake at Night and Push! Push! , generational conflict is heavily figured
in each story and interrogated through the conflict of tradition and modernity.
"I'm Not Talking About that Now" addresses the pragmatism of political
programs that force people to starve in a show of solidarity and forces families
to choose sides despite the struggle to survive. "Comrade Heal Thyself!"
reveals the retributive nature of Black struggle especially given the complicity
of some leaders. For Magona, generational conflict is evident in "The Hand
That Kills," and "I'm Not Talking About that Now," whereas "Comrade Heal
Thyself examines the conflicts of allegiance. This section ends with "Drowning
at Cala," which combines both elements in a clash of tradition and modernity.
Textual Analysis: Generational Conflict
Beginning with generational conflict, Magona's "The Hand that Kills" is
the heartbreaking story of a lost soul on trial for murder. In a scene
reminiscent of Achebe's No Longer at Ease , "The Hand that Kills" opens with
the protagonist Lunga sitting in court. Lunga is the "adopted" son of Mr.
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Walker, his mother's domestic employer. Lunga's mother (Sally), like
Mamvulane in "I'm Not talking About that Now", loses a son. In this story,
generational conflict is not only found within the Black community, but
intragenerational conflict serves as the main impetus. Granted Lunga wanted
to "belong," peer pressure is laid open in this story of greed, resentment,
jealousy, and the incessant effort to fit in. The irony of his situation is that his
"success" is not the product of his own efforts. Lunga, who rises through the
ranks, grows up "in the White suburbs" and faces problems, as he does not fit
in at "16 Tivoli Avenue" nor does he fit in with his comrades—the Lagunya
Panthers. For the young men in the Lagunya Panthers, "the fire-spitting
serpent, jealousy, wiggled his way into the very heart of the organisation"
(Push 136). As he grows up, the distance between Lunga and Mr. Walker
increases because of apartheid and his affiliation with the Lagunya Panthers,
an offshoot of (or play on) the Black Panther Party (US) and the student led
groups of the Black Consciousness anti-apartheid movement.
It bears noting that the conflicts of allegiance eventually lead Lunga to
proving his loyalty. His "comrades" challenge him to, "Let us see the colour of
his courage" by doing bodily harm or robbing "his white-man father's house"
(Push 137). In the end, Lunga is left, in front of the judge, wondering, "How
could he begin to make them understand the pressure he had felt himself
under?" (Push 138). "The Hand that Kills" reveals the failure of White
liberalism in appeasing the revolutionary furor of Black South African youth.
Also it represents the difficulty of sustaining civil/human relations in a racially
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divided society. There are great perils for those who wish to maintain some
semblance of human kindness and concern in their interpersonal interactions
with the "other." No matter how well intentioned or charitable these efforts
may be, the pressures of separatist practices rear their ugly head. Sadly
enough, this story has a "contemporary" ring to it in the countless atrocities
committed by Black youth, in the US and South Africa, seeking acceptance
and group validation. Magona's talent for storytelling and exposing the
intricacies in everyday life are evident in her melding of the intragenerational
conflict in the fractured Black community with the intergenerational conflict that
exists between Blacks and Whites of different age groups.
Generational conflict reaches even further into the home, as Magona
inverts the Oedipal conflict from "The Hand that Kills" in the equally chilling
story "I'm Not Talking About That Now. In "I'm Not Talking About That Now,"
the household of Mamvulane (the mother) and Mdlangathi (the father) erupts
with the same conflict that caused Atini to leave her children with her mother-
in-law: hunger: Oddly enough, money is not the problem, but the scarcity of
food or getting food home is problematic in Mamvulane's community. Their
son, Mteteli, has joined the resistance movement that is currently on strike:
It's all very well for the comrades to stop people from
going to the shops, she fumed. They were fighting the
businessmen, they said. But as far as she could see, it was only
people like herself, poor people in the township, who were
starving The businessmen were eating. So were their families.
They were getting fatter and fatter by the day. They had meat
and bread and fruit and vegetable, and milk for
their babies
.
.
Oh no the businessmen the comrades were fighting were in no
danger' of dying from starvation. It was not
their bowels that had
nothing but howling air in them. (Push 70-71).
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The absurdity of the political program is front and center as father, mother, and
son are bound in conflict. Mamvulane takes matters into her own hands and
ventures to the store: "No, she was not going to watch her children starve to
death" (Push ! 72). She completes her shopping, only to have an obstinate son
participate in her humiliation. To add insult to injury Mteteli comes home, as if
"nothing happened," and demands that he get his meal. The illogic of the
scenario confuses Mamvulane, who struggles desperately to raise a
household, only to be confronted by a number of forces "pulling" against them;
none of which, on the surface, are the imposition of white rule or apartheid.
Although known to imbibe on occasion, Mdlangathi is a capable
provider for his family. Unlike other men in Magona's short fiction, he is not
prone to violence nor is he "foolish" with the household's finances. He is not
absent, but the story intimates that while present his authority in the household
has been circumvented. Mdlangathi's powerlessness is foreshadowed in the
mistreatment an elder receives at the hands of some young boys: '"D'you
know that a group of boys accosted a man? A grown man, who was
circumscribed? Boys laid their filthy hands on such a man ... a man old
enough to be their father?'" (Push! 67). As they force the elder to drink poison
then regurgitate, the young men who accost the elder mutter, "This is the
"poison that kills Africa's seed!" (Push! 68). It appears that Magona is
questioning "the poison that kills Africa's seed" in her juxtaposition of an
alcohol induced hangover and the hangover of impatient testosterone
laden
delirium.
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Oddly enough, the hunger for food and power are not the sole
determinants of destruction in this story. Reiterating Morrison's observations,
Magona's work shows the impracticality of losing the "ancestral figure" in
either the household or the community. Also, "I'm Not Talking About That
Now" is a very scathing critique of "men," the folly of unguided youthful energy,
and the generational conflict that hinders the concerted and constructive effort
to heal and move the Black community forward. In the end, the father kills the
son and is imprisoned; thereby leaving Mamvulane alone to raise her
remaining children and to bear her own grief, which she does by telling the
story of the pain that she endures: losing a husband, a provider, a lover, and a
son.
Textual Analysis: Conflicts of Allegiance
Magona takes the conflict arising from the 1976 school strikes one step
further in "Comrade, Heal Thyself!" Backlash from the 1976 education boycotts
takes center stage in this gritty story of a "conscientious" doctor with all the
trappings of success, but an untold secret. The conflicts of allegiance haunt
the protagonist, Masondo, who is "living the life." He is a successful doctor,
who has a beautiful wife, a lovely home, financial security, and a promising
future (his wife is with child), yet we find him giving back via the "doctor's
surgery at the corner of NY 1 and NY 50, Guguletu" (Push! 43). On a glorious
day for which he was thankful to be alive he meets his fateful end at the
hands
of three men who exact revenge for "the millions of us—children then—whom
you and people like you aborted, emabaqhomfayol" (Push! 59).
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Masondo is the promise fulfilled as he "makes it;" however the promise
is dashed by the realization many more did not. Masondo had been a student-
agitator whose words were to be his epitaph, as three men remind him, '"You
didn't take money from us. You went back to school ... after telling us to stop
going to school. Today, we are nothing; you are a doctor. We will never have
money or the good life. You live in luxury.
. . . what ... about ... us?'" [original
emphasis] (Push! 57). Begging for his life he recalls, '"I was a child [then].
Others told us what to do. Like you, I was told what to do, what to say'" (Push!
57). The irony is not that Masondo dies tragically for his "sin" of following
orders, but he dies giving back to the people to whom he owed a great debt.
In short, Masondo is killed for his participation in the 1976 schools strikes.
"Comrade, Heal Thyself!" is instructive on a number of levels. On one
level, it is a stinging indictment of the dangers of sloganeering and the perils of
empty rhetoric. On another, it shows the power of protest. However, in this
instance, it shows the irreparable damage that is the unmarked legacy of
apartheid. With respect to the "conflicts of unity" it shows the failure of the
Black resistance struggle's "elders" to consider the unforeseen costs of
enlisting youth without recognizing the complications of Blackness subsumed
in the empty rhetoric of unity.27 In the end, the conflicts of allegiance were
mitigated by one's desire for a better life and the means to realize that desire.
In "A Drowning in Cala," the clash of tradition and modernity
reverberate in the death of Zama, son of Sandile and Nobuntu. In this story of
a community's effort to understand the "unexplainable," the spiritual beliefs of
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the villagers are tested as the bereaved family considers their misfortune.
"Who's to blame and who can help?" reverberate in this story of hope and
faith, as the clash of beliefs test the will of the community: "[a] majority of the
villagers believed in what Zengele was doing. Only, only among like-minded
others would they have openly admitted that they did" (Push! 13).
Known as a good swimmer, Zama is taken under in one of the river's
sinkholes. Instead of seeking Jesus (like good Christians) they follow the law
of tradition. Unlike the three previous stories where the "ancestral figure" is
non-existent, charges of "heathenism" swirl around the "elders" decision to
seek help for their lost son. When reports of Zama'a death emerge, "the men
of the village took their sticks and went to Mbokothwane, two villages away.
There was a "sangoma" said to be the best in matters of this nature:
disappearances, sudden, inexplicable deaths and accidents might be the work
of a witch" (Push! 5). According to the "sangoma," Zama is forecast to rise in
three days, "If we follow the instructions of the sangoma, he will come to no
harm. They mean him no harm at all, the people of the river" '"He's not dead,
and therefore do not grieve'" (Push! 6). Fortified by this good news, the
people of village set out to make preparations for the son's rising. While it is
the men's duty to make familial decisions, the women do the work necessary
to appease "[t]he people who live beneath the river, .[who] have chosen him
for their own.. .(Push! 6). Unfortunately three days pass and a great deal of
hope is lost for his body has yet to surface: "Six days after he had last been
seen alive, the body of the young man was found, caught by the ankle in a
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craggy outcrop of mossy boulders more than two hundred metres away from
the spot where the family had sent down their sacrifice and danced four long
days singing themselves hoarse" (Push! 16).
In a scene reminiscent of Achebe's Things Fall Apart where White
missionaries set up residence in the "Evil Forest," Magona shows how
circumstances interrupt the "traditional" practices of the sangoma.
Unbeknownst to the family or the villagers, a group of hungry boys who had
witnessed the affairs of the river, intercept the libations and secure them for
their own pleasure. Irony prevails as the hungry boys, from the Teacher
Training College, quote scripture saying, "God always provide," and the
bereaved family, "blamed no one. These things happen,' they said and
accepted the verdict of the sangoma ... and understood. How could they
blame anyone?... To themselves they explained the plainly inexplicable,
deciphered the stabbing mystery" (Push! 17). Once the young men return to
their quarters and the results of their revelry are revealed, the Assistant
Boarding Master, noting the precarious position the youth had placed the
school in decides, "discretion dictated protecting the goodwill the school
enjoyed among the general populace" (Push! 17). In the end the villagers
wonder, "Would even the children of school be that disrespectful, risk
measureless abomination, desecrate a family's supplication? What wretch of
a fool would invite the wrath of the ancestors like that?" (Push! 18).
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Section Conclusion
As this section shows, unity among Blacks was no trifling matter.
Magona's handling of the "conflicts of unity" show the multiple levels of conflict
beneath the necessary efforts to unseat apartheid. Also, she shows the
various forces impacting Black resistance efforts that had nothing to do with
the clash between Blacks and Whites, but were deeply entrenched in the
conflict of tradition and modernity and a were function of Black South Africa's
movement from a rural to an urbanized "fringe" society. Her fiction shows that
the conflicts of allegiance and generational conflicts are just two examples of
the obstacles impacting issues of unity for Blacks in South Africa during the
resistance era and in the wake of liberation. It could be argued, Magona,
knowing that parents have lost control or the move to "urbanize" Blacks had
ruptured traditional roles and lines of communication with the "elders," has
taken up her role as "elder" through the art of storytelling. While she cannot
"mother" all the children in South Africa, in a manner reminiscent of her role in
To My Children's Children, she can provide in her "urgent tellings" the insights
integral to helping the generations understand the complexities, contradictions,
and choices people made while resisting, surviving and learning to love.
Chapter Conclusion
In this chapter I have discussed the politics of creation, storytelling, and
the conflicts of unity as they are expressed in generational conflicts and
conflicts of allegiance. Also, I have discussed Henry Dumas, Toni Cade
Bambara, Njabulo Ndebele, and Sindiwe Magona's contributions to the short
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story as an art form and form of resistance. In sum, the discussions of the
previous five chapters come together in this analysis of Dumas, Bambara,
Ndebele, and Magona's textual representations of the "conflicts of unity."
When it is all said and done, their creatively critical stories provide fodder for a
more nuanced view of Blackness, resistance, and unity in Black liberatory
literature.
Endnotes
1 I will not reproduce Arnold's quote, but I do refer the reader to chapter
four's endnotes note number seven
2 Granted independence is burgeoning across the African continent as
nation after nation removes the yoke of colonial tyranny and asserts a national
identity, but in the US and South Africa the struggle continues via the Anti-
Apartheid and Civil Rights Movements. My intention is to connect South Africa
and the US as machines--in some respects engines- in the global machine of
White supremacy as an ideology of global domination and as a constructor
and perpetuator of the supremacy of Whiteness. My desire is not to conflate
the resistance struggles of Blacks in the US with the "armed' struggles that
lead to independence on the African continent, but I do mean to bring attention
to the similar engagements of Blacks in South Africa and the US to the
oppression of white supremacy. Fredrickson makes a good case for the
specificity of each locale's resistance efforts while teasing out the common
threads of their resistance methods, ideologies, and in some instances
"results".
3 Stokely Carmichael's call for Black Power "What do we want? Black
Power! When do we want it? NOW!!" is an example of Jones's politics of
confrontation thesis. Black youth were important to the struggle, but the level
of impatience grew causing Blacks young and old to be in conflict about the
best possible means for effecting change. Many Black writers in particular
were castigated by the then up and coming new guard of the "Black Aesthetic"
intelligentsia: Robert Hayden, Langston Hughes, and others who were
chastised and in some respects ostracized for not "being Black enough" or
overtly vociferous in their work.
4 With the exception of Toni Morrison, no writer or critic has linked the
works of Bambara and Dumas. Also, no critic has made any connections
between Ndebele and Magona.
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5 "Framing" is the narrative technique of telling a story within a story or
adding an oral component to the literary (read written) form of storytelling.
With respect to writing, the narrative frame is a technique used by writers to
insert a tale or anecdote; introduce orality into the story or pay homage to the
oral tradition; change the narrative posture of the story; and/or to "play with"
the reliability of the narrator or the reliability of the narrative. As a narrative
technique it is akin to the "aside" in drama, which allows the audience to be
privy to pertinent information that the character is unaware of. Also, it involves
the audience in the "telling" of the story. When stories begin with the narrative
frame with "once upon a time" or some other derivative of that introductory
phrase, it is similar to the writer saying "I'm telling you [the audience] a story."
When a tale or story is inserted into an already in progress story, it allows the
narrator (writer) to introduce new information that will help with the "telling" of
the story, although the information is not necessarily pertinent to the flow or
structure of the story—like an end/footnote in academic writing—and/or it can
provide a commentary about something happening within the story (central or
on the periphery of the narrative) or about the story in general.
6 It should be noted that Ashe concentrates on the "implied audience"
of the variously "framed" narratives in Aframerican letters and how they
constitute an "interpretive community" that helps the writer "imagine" a
community of readers that are reflective of the artistic angst for Black writers
and the hope for which they write—that is to be understood. Robert Stepto, in
From Behind the Veil , refers to Black writers' "Distrust of the Reader in Afro-
American Narrative" that is emblematic of this angst. In a manner similar to
Du Bois's "double consciousness," according to Stepto the angst of Black
writers is the understanding that their White readership is "hostile" to their
story and also there are aspects of the Black readership that are "skeptical" of
their story or their representations of Blackness (195-213).
7 In the conventional Western view, the "oral tradition" especially in the
South African context is linked to telling of stories at the "fireside." In
numerous articles I encountered this trope as a mainstay in understanding or
deciding the "authenticity" of the narrative strategy with respect to the oral
tradition. In other words, if the writer mimicked this manner in writing then and
only then would the critics give a nod to the oral tradition's presence in the
narrative.
8 I am not saying that Ndebele by virtue of ethnicity is not part of a
standing oral tradition, but I am saying by virtue of his birth in Johannesburg
his connection to that oral tradition is of a hand me down nature as opposed to
Magona's immersion in the Xhosa oral tradition from birth. Be advised, this is
conjecture or an extrapolation on my part until I get a chance to interview
Ndebele myself.
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9 This process of is reminiscent of American Blacks who in the Great
Migrations north brought the cultural folk wisdom with them that combined with
the urban idiom created a new hybrid urban idiom that was "blackened" by the
rhythm, styhngs, and neo-logisism of African Americans. The "skokian" mode
in this respect is seeing urban oral traditions in South Africa as a continuation
of oral traditions converging but having no set or central origin.
10 The distinction while seemingly trivial illustrates in part Brander
Matthews' turn of the 20th century observations about the short story form
See Chapter four, pages 108 and 109. Unlike Vaughan and MacKenzie, I am
not making a value judgment on the quality of Ndebele's work, I am merely
showing how he takes advantage of the "openings" Deleuze and Guattari
suggest are inherent in Minor Literature.
1 1 See earlier discussion in Chapter three pages 74-82 and 87-89.
12 The title is reflected in the words of her grandmother Candy M'Dear
'
.. . --when a woman lives with a man for ten years she is not
being abused. You understand what I'm saying, yes?' .... 'You
mustn't blame yourself. People always do of course. That's
what it means to be a survivor. ' (Survivor 110).
13 Given Gail Gerhart and Robert Fatton's analysis, I take the liberty to
say the same held true in South Africa. Chapter Two's discussion of
otherness is prototypical of that discussion, and while tribal or ethnic
differences (which in essence cultural differences) among Blacks in South
Africa existed and were exploited by Nationalist Party programs, it does not
eradicate the "leveling effect" of apartheid for Blacks. Jones goes on to
explain "a seamless Black identity did not exist even when Fanon was writing
about Blackness." "Disruptions" of class, gender, and etc. led to big problems
and "epistemic violence" (in the real and rhetorical "alienating politics of
confrontation') in the totalizing rhetoric if "strategic essentialism." According to
Jones "such appeals . . . [speak] for and [erase] multiple subjects that cannot
circulate their own-self-definition" (59).
14 For Jahn, Nommo encapsulates the African sense of the "Word's"
creative powers. Nommo entails the power of the spoken word to create
worlds and put the universe in motion. Logos is constructed in a similar
manner, but it adheres stringently to Judea-Christian worldview teleology,
while it syncretizes African ideas and concepts that are centered in Africans'
traditional polytheistic views of the cosmology and existence. Finally, the
Word is the Westernized sense of the power and authority Word's, based
solely in Judea Christian doctrine. See Janheinz Jahn's Muntu Chapter 5
especially pages 130, 132, 133, 146, 148, and 149 for more information.
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5 Th 'S statement does not ignore the Black American Literature Forum
22: 2 (Summer 1988) dedicated to the genius and work of Henry Dumas.
16 In Ezekiel 13, God sought to restore the tribes of Joseph and Judah
in the nation of Israel. Ezekiel is instructed to prophesy or speak the Word ofGod to a "valley of dry bones," which brings them to life; thereby creating an
army by which God delivers His people and brings them into the land of their
forefathers (Israel, the promised land). Ezekiel's speaking of God's Word
raises the dead, puts flesh and blood on dry bones, and breaths the breath of
life into them.
17 See pages 52-58 for my earlier discussion of the conflicts between
the youth and the elders in negotiating young Blacks' increased involvement in
the Black Power and Black Consciousness Movements.
18 Each examines Fools in conjunction with another work. In other
words, Fools is not seen as a separate and discrete text in its own right, but
only in comparison to another text. This method of "seeing" Fools is akin to
African American and American students learning about Africa as it relates to
themselves or life in the US.
19 In "The Test," Whiteness is figured in the scenery of the townships
and reflected in the landscape. Of the many symbols and people who
traditionally structure the attitudes and behaviors of the young people,
Whiteness is reflected in the attitude of safety expressed by his elders and the
preeminence of the Dutch Reformed Church: the main church of the
Broederbond, Afrikaners, and the National Party. Whiteness is evident only in
the title story "Fools" when towards the end of the story Zamani encounters a
Boer who asserts his power by whipping Zani. Otherwise, Whiteness is
expressed in the immense symbolism of "Uncle" and the "Music of the Violin."
Having already gained the epitome of "womanhood," the pristine white uniform
of a nurse Vukani's mother's, purpose is to attain civility (and ultimately
Whiteness) through her children. (Although "The Cult of True Womanhood"
confers status of lady to White women only as part of patriarchy's lure to
sustain itself and to co-opt them, in order to get them to ignore the sexual
oppression they experience and by getting them to focus on the privileges
conferred by Whiteness—while oppressing Black women). In "Uncle,"
Whiteness is evident in Lovington's aside on Blacks' contributions to
civilization.
20 Although not a part of "Fools and Other Stories" Ndebele's "Death of
a Son" refers to an unnamed "boy". This bears noting as half of Ndebele's
short fiction deals with unnamed protagonists. This is further emphasized
through the numerous unnamed "young male" characters that people
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Ndebele's stories. What is to be made of this? Nkosi called apartheid, "the
great leveler" and as Buntu's wife in "Death of a Son" notes, death or
destruction to the Black body, especially the male Black body can happen to
"any" male Black body. In the instance of "The Prophetess," 'the boy's' parents
are identified (granted through the lineage of his mother MaMashoela).
21 I must address the inserted story of the "garden plot." Vukani's
father tells the story of Mabaso, an instructor at a "bush" school who has
diverted funds designed for "garden plots." Mabaso leads him on a circuitous
jaunt through the woods in order to keep up the deception. Vukani hears the
story, laughing along with his parents and the Zwanes, however he does not
realize the implications of his laughter. Another teacher (Maseko) is relieved
of his duties because he exhorts the children to rise up against the oppressive
nature of Apartheid: '"Children, I would rather be a hungry dog that runs freely
in the streets, than a fat, chained dog, burdened with itself and the weight of
the chain. Whenever the white man tells you he has made you much better off
than Africans elsewhere on this continent, tell him he is lying before God!"'
(132). His scathing declaration incriminates Vukani's parents, the principal,
and the Zwanes, who are all unwittingly caught in the machinery of oppression
and lured with the trappings of status and materialism, while saddled with the
corrosive psychosis of self-loathing based in European visions of "goodness"
and "civility". Maseko serves as the symbolic candle that lights the fire of
rebellion in the hearts and minds of the children. The principal castigates him
by connecting Maseko's action with that of a dog, thereby, distancing himself
from the accused and portraying acts of rebellion as irrational.
The term bush was used to define the inferior schools for those other
than the Afrikaner institutions, instituted by the Bantu Education Act of 1959, to
intentionally undereducated Black South Africans in order to promote
servitude. The imagery of "bush" conjures up images of savagery, barbarism,
and backwardness and is further stigmatized by this reference to the
education Blacks, coloreds, and Indians received, from the apartheid
government. The minds of Black South African youth were at stake with the
implementation of Bantu education, which insured that a permanent
underclass of cheap, expendable, and unskilled labor would be available.
However, the mundane curriculum was not enough. In order for Bantu
education to be effective it needed the support of teachers, administrators, and
inspectors to insure young Black minds were left dull and unimaginative.
Some "bush" schools went to great lengths to provide a modicum of education
for Black South African youth despite the paucity of funds received and the
opaque curriculum designed by the government to insure a perpetual
underclass. What is lost in their humor is the ironic twist that the "cheating and
laziness" of which the inspector accuses Mr. Mabaso is in fact their attempt to
undo the damage of Bantu Education, in a manner similar to Booker T.
Washington's "fooling" of White American philanthropists in the early 20th
century, in order to fund Tuskegee Institute.
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22 His violin even threatens his sister's well being as the boys warn of
her possible rape if he did not accede to their "nice-nice" demands. The boys'
anger towards Vukani is expressed as sexual assault on his sister (Teboho)
and is an extension of the growing incidence of male violence in the form of
rape against Black South African females. Also, it reveals the powerlessness
the Maponya Boys experience as the "outsiders" of a marginalized community
whose only way of making it and expressing their manhood is by antagonizing
the "hard-working fools of the community" and focusing their sexual tensions
onto violent sexual encounters with women. It seems out of place, but it
connects to Zamani's rape of Mimi, the sister of Zani, in the story "Fools." In
fact, Zamani's raping of Mimi sets the story into motion.
23 Sisi's husband is not missing due to absenteeism (restrictions of a
migrant worker, having another woman, or from fleeing the responsibilities of
fatherhood); instead he is deceased: the circumstances about his death are
not related in the story.
24 Of the three friends we are introduced to in this story, we come to
know Doksi does not have an uncle (hence his reason for not having shoes),
but he has a father and a brother. Oddly enough, it is Doksi who comes to
Lovington's aid in the battle against Nzule, the "terror of Charterston" (94).
25 See my earlier discussion of Fredrickson chapter two pages 44-45.
In fact, the decision by Magona to use different narrative techniques is the
focus of Margaret Daymond's insightful essay ("Class in the Discourses of
Sindiwe Magona's Autobiography and Fiction"—1991) that examines the
benefits of the narrative benefits and limitations Magona encounters writing
the autobiographies To MY Children's Children and Forced to Grow and the
short fiction collection Living. Loving, and Lying Awake at Night
26 Es'kia Mphahlele's "Mrs. Plum," Alan Paton's "The Gift," Lewis
Nkosi's "The Prisoner," Mothobi Mutloatse's "Honest Gladys", Lionel
Abraham's "Some Milk Pudding," and Webster Makaza's "Johannesburg
Boys" are listed by Dubbeld as having been published during this time period.
Finally, because I am concentrating on the short story, I do not intentionally
ignore Gordimer's July's People or Coetzee's equally enigmatic In the Heart of
the Country.
27 This section recalls Ella Baker and Neil Lazarus's observations
about the downfall for not properly training the youth and critiquing the rhetoric
of unity. See chapter two, pages 57-58, for Ella Baker's especially instructive
words and chapter three, pages 89-90 for Neil Lazarus's pointed comments.
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CHAPTER 7
BY WAY OF A CONCLUSION
In reviewing the work of John Edgar Wideman, Keith Byerman reveals
interesting parallels in his use of storytelling to critique issues of craftsmanship
and aesthetics in the short story form. Like Wideman, Henry Dumas, Toni
Cade Bambara, Njabulo Ndebele, and Sindiwe Magona connect the secular
with the sacred and the aesthetics of storytelling as it functions in service to
the community: "The emphasis is on the representation of ordinary voices that
tell the tales of the community and the family. Often set against these voices
and their tales is the [B]lack intellectual, whose assumptions about truth and
value they challenge" (Byerman x). Each writer (Dumas, Bambara, Ndebele,
and Magona) has a visual artist's awareness for detail; the storyteller's
sensibility for framing the story; a musician's ear for catching the cadence of
the community; and the memory of the historian, imbongi, griot, or scribe, as
their works capture the cultural idiom in their "urgent tellings." In other words,
these writers can be seen as "articulators" who re-envision resistance in their
fictional stories, while interrogating the complexities of Blackness.
Dumas, Bambara, Ndebele, and Magona use the short story form to
convey the complexity of Blackness and by implication Black writing. They
place the individual's struggle (between the desires of the self and the
community) within its larger ideological context, for the purpose of not only
countering the master narrative, but also for countering the marginalization
of
personal agency, and choice for the sake of the larger resistance movement.
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What results is an examination of the strictures of creative expression
indicative of the tension between art and politics that has long been the bane
of Black writing.
The dismissive and reductive criticism that the form trumps the content
has long been the source of consternation for Black writers. Dumas,
Bambara, Ndebele, and Magona's use of the short story form is important
given Matthews' key observation: "What you have to tell is of greater interest
than how you tell it" (56). As noted in chapter four, the demise of the short
story in critical circles during the twentieth century had a great deal to do with
i
the growing trend of writers especially in the US who subjugated content and
creativity to the edicts of style. Whether anything happened or not was of no
consequence, the only thing that mattered was the language for the elaborate
"tellings" be highly stylized. Similarly, the short story suffered because writers
sacrificed attention to the craft of showing for the sensationalism of reporting.
Not to be lost is the majesty of survival these writers capture in their
creative imaginings of everyday Black life. Each writer is heavily concerned
with expressing the struggle of everyday living and the "ordinariness" of Black
life within the larger historical struggle for Black liberation. Assertions of the
self and questions of identity are at the core of their writings. The complexities
and contradictions of everyday Black life, whether urban, rural, countrified, or
in "Township tonight," are artfully rendered. All directions are addressed
(Bambara North and East, urban and rural; Dumas South and East, rural and
urban; Magona North, Central, and Southwest-rural, urban, and township; and
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Ndebele North and Central, township), showing the multiplicity of Black
movement, space, and place, while simultaneously showing both sides of the
fight/flight angst that has been part of the Black response to white aggression.
As the primary subjects of this study Dumas, Bambara, Ndebele, and
Magona all have a poet's knack for language, or for saying "a lot with a little."
In other words, ambiguity and complexity reign in their storytelling. The oft-
open-ended and perplexing stories of these writers reflect ingenuity, originality,
and compression, not to mention that "touch of fantasy" artfully combined,
which increases their "re-readability" quotient, years after they have been
written. Dumas, Bambara, Ndebele and Magona, freely borrow from other
sources (allegories, parable, myths, stories, and local lore) to contemplate
creatively situations that perplexed Blacks in South Africa and the US. Dumas
and Magona's work suggest the removal of oppressive and inequitable labor
situations, but no formal remediation/alternative is proposed. With the
exception of Dumas's "University of Man"—where people watch without
lending a helping hand—the collective (community) is a central concern to
these writers, which suggests instead of seeing one another as the enemy,
Blacks should get past competitive based individualism and understand
success is based in learning to work cooperatively. This may sound like a
romantic longing, but unlike many writers of their time Dumas and Bambara
were and Ndebele and Magona are committed to the progress and well being
of Blacks, in general, and people the world over.
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Given the political volatility in which they found themselves seeking to
create art, it is not so much in response to the imposition of whiteness that
they wrote. In some instances, they wrote to assert a sense of self within the
context of being an individual and a member of a group. Using what Herbold
calls "listener/reader participation" each of the writers' stories contest the
constructed value of identity, yet testifies to the varied, albeit shared
experience of Blacks under the "great levelers" apartheid and its twin,
segregation (33). In reading Dumas, Bambara, Ndebele, and Magona's
stories individually and collectively, we are entertained and educated on the
various stages of growth awaiting the "mythical" black communities of South
Africa and the US. As we cycle through, the complexity of the narrative and
the level of interiorizing is increased. The story cycle, a function of fiction,
emphasizes gaps rather than connections as the space for interrogating the
doubts, concerns, and lives of the marginalized. Invisible in mainstream
discourse and literature, this critical space was a haven for Black short story
writers. These writers exploited it for the purposes of rendering the
complexities of Black life, in opposition to the stereotypes offered by
mainstream writing: "When the physical spaces of culture can no longer
configure and control alterity, discourse must take their place" (Herbold 35). In
sum, these writers use the short story to articulate their "urgent tellings."
The conflicts of unity are made real in the arena of family, community,
and political affiliation and when artistically brought together these elements
constitute the politics of creation. Dumas, Bambara, Ndebele,
and Magona
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show Black resistance in their survival. They write to heal the bifurcation
imposed by a racially sanctioned hierarchy, to offset the negation of Blackness
as a viable identity, and to reconcile the rift of double consciousness that is
within self, the immediate community, and the larger society. Interspersed
through their stories are varying degrees of consciousness and an acute
awareness of the contradictions that threaten communal and individual
integrity. There is a poignant beauty amidst the ugliness of "living black" in a
racially structured society that methodically and, in some respects, maliciously
seeks to annihilate not only the humanity of Blacks, but also the human life
within the Black body. In the end, these stories reveal the writers' attention to
craft and the pain, horror, perseverance, love, and laughter of Black life.
Taken together we get a varied view of Black life in South Africa and the US
that reflects the similarities associated with "living Black" in a racist state that
privileges whiteness. What these stories reveal are the disrupters to Black
unity: the subtle differences of class, gender, place, time, and situation. The
greatest tragedy is the short stories of these gifted writers lay dormant and are
not the basis of critical reflection in the classrooms and scholarly journals
devoted to literary criticism. My study reveals fertile ground for exploring the
conflicts of unity intrinsic in blackness, resistance, and liberatory fiction in a
comparative context, and it is safe to say, this is only the beginning.
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